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FIND YOUR INSPIRATION 
IN THE EVERYDAY 


As the adage goes, genius is 10 per cent inspiration and 90 per cent 
perspiration. This month, we're here to help galvanise your art with 
a dose of both. Our 18-page practical painting guide ki 
Martin Kinnear’s 31 ways — one for each day of January — to boost 

your skills (page +5). These quick tips take in both perspiration and 
inspiration, from what colour smock to wear while painting to how 


s off with 


to observe the landscape like an artist. Terence Clarke also takes a 
thoroughly practical look at how best to understand and capture the moment 
of revelation before turning it into a satisfying artwork (page 54). 

These flashes of creativity are often talked about in highfalutin terms. But, 
as both our featured artists this month attest, inspiration is part and parcel of 
everyday artistic practice and, sometimes, we need to search it out in even the 
most mundane places. Julian Trevelyan, the 20th-century British painter who 
is currently the subject of a fascinating retrospective at Pallant House Gallery, 
Chichester, found his calling in recording the strange beauty of the industrial 
landscape (page 18). American artist Kerry James Marshall, however, reveals 
how his drive to understand the mechanics of painting has helped him to 
become one of the most influential artists alive (page 28) 


Sally Hales, Editor 


Wurite +0 us! 


What is inspiring you this month? Share your art using one of the contacts below... 


& info@artistsandillustrators.co.uk iy | @Aandimagazine i ArtistsAndlllustrators 
@ Aandimagazine i) Aandimagazine 
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7 The Diary 

Nine exciting ways to get creative 
this month 

10 Exhibitions 

Explore the best art shows 

12 Fresh Paint 

Three inspiring new artworks 

24 In The Studio 

Royal Academician Chris Orr 
welcomes us to his workspace 

27 The Working Artist 
Laura Boswell explains how aiming 
for perfection can hinder your art 
35 Prize Draw 

Win £1,000 worth of vouchers 

36 10 Minutes With... 
Emma Haggas shares her 
landscape painting tips 
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82 What I've Learned 
We chat to the award-winning 
marine artist David Atkins 


18 Julian Trevelyan 
Rosemary Waugh explores the 
work of this overlooked painter 
28 History of Painting 
Why acrylic painter Kerry James 
Marshall is the most influential 
artist working day 


39 Sketchbook 
Explore exciting techniques 
45 Daily Art Tips 
31 painting hacks to 

help you improve your art 
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Sothebys 


I spent all my 
time trying to 
figure out what 
the artists | 
was looking 


at knew 
KERRY JAMES) 
MARSHALL - PAGE 26 


54 Capture the Magic 
How to react quickly when 
painting inspiration strikes 

58 Paint a Daisy 

Try Waltraud Nawratil’s approach 
to exploring nature 

60 Hustle and Bustle 
Peter Quinn explains how he 
creates balance in his busy 
watercolour street scenes 

65 Your Questions 
Scottish artist Donald MacDonald 
discusses photorealistic painting 
68 Bruegel the Elder 
Explore the techniques of one of 
the greatest painters of all time 
75 Master Techniques 
Jake Spicer explores the seemingly 
simple still lifes of Giorgio Morandi 


LETTER OF THE MONTH 


FLOWER POWER 

| was inspired by a painting of 
brightly coloured tulips which was 
featured in a recent magazine 
(Artists & Illustrators, Summer 
2018, issue 393) so | did a quick 
sketch then added watercolour. 
Jean Cooper, via email 


In the December issue we miscredited 
the publisher of Leigh Ann Gale's book 
Botanical Illustration: The Complete 
Guide. It should have read The Crowood 
Press. www.crowood.com 


Letters 


HOW | MADE... 


HIS IDEAS 


Portfolio Plus 
member 
ALEXANDRA GOULD 
on her winning art 


Gestures of thinking are 
conveyed by instinctive 
movements: the unconscious 
path of a hand, the pressure 
against skin. Painted with a 
palette knife, the linear marks 
add an atmosphere of energy 
to a quiet portrait to express 
the physicality of thinking. 


‘See more of Alexandra's art at 
www.artistsandillustrators.co.uk/ 
AlexandraGould 


To find out the next Editor's Pick 
theme and enter for the chance to 
win £50 voucher from Cass Art, 
visit www.artistsandillustrators. 
co.uk/submit-editors-pick before 
11.59pm on 10 December. 
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The writer of our ‘letter 
of the month’ will receive a 
£50 gift voucher from our 


partner GreatArt, who 


offers the UK's largest 
range of art materials with 
more than 50,000 art 
supplies and regular 
discounts and promotions. 


www.greatart.co.uk 
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THE DIARY 


LONDON ART FAIR 


Explore what the current art market has 
to offer at this popular showcase of 
some of the most exceptional modern 
and contemporary art, from prints and 
editions to major works by internationally 
renowned artists. Head to the Business 
Design Centre in Islington, London N1, 
from 16 to 20 January to check it out. 
www.londonartfair.co.uk 


DRAW 

Wild Life Drawing: 

Aerial Predators 
Meet and draw some exquisite 
birds of prey, including Harris 
Hawks, Lanner Falcons and Barn 
Owls, on 26 January at Carousel, 
London. You will learn about their 
anatomy and unique characteristics 
in order to create beautiful and 
accurate sketches of these 
remarkable aerial predators. 
www.wildlifedrawing.co.uk 


LEARN 

Life Drawing and Portraiture 
Explore mark-making, drawing, 
and visualisation through 
accessible short and longer poses. 
on this week-long course starting on 
27 January at the lovely Higham 
Hall, Cumbria. Witness demos and 
receive one-on-one guidance 
explaining how to achieve a 
convincing likeness through 
expressive ways of working. 
www.highamhall.com 


READ 

Looking at Art 

with Alex Katz 
Take a walk through art history in 
the company of one of America’s 
foremost painters, Alex Katz. 
Describing his personal encounters 
with the work of around 100 key 
artists, Katz's observations offer 
a fluent, vivid and incisive view 
of painting. Looking at Art with 
Alex Katz will make an ideal 
guide both for those looking 
for an introduction to the 
world of visual art, and 
anyone looking fora fresh 
take on their favourite art. 
£14.99, Laurence King. 
www.laurenceking.com 


THE DIARY 


VISIT 

RA Lates: Vienna Cabaret Night 
Klimt and Schiele each founded new 
rebellious artistic groups in 1900s 
Vienna to challenge the conservative 
values of the bourgeoisie. This evening 
at the Royal Academy of Arts, London, 
on 26 January, explores Vienna during. 
this golden age, with life drawing, 
film screenings, bars and live 
music until late. 
www.royalacademy.org.uk 


COMPETE 
New English Art Club 
Annual Exhibition 2019 
You have until 22 February to submit 
your paintings to this prestigious art 
society's annual exhibition at London's 
Mall Galleries. Send your paintings, 
drawings, pastels and original 
framed prints for the chance to 
win one of several prizes and 
awards, and the opportunity to 
see your artwork displayed 
alongside members of the 
New English Art Club. Enter 
online now. 
www.mallgalleries.org.uk 


PAINT 
7 Watercolour Painting 
- ATaster Day 
Join artist and tutor Christine 


Forbes on 7 January to learn how 
to handle brushes, use colour and 
study form and composition as you 
paint in watercolour at West Dean 
College, near Chichester. 
www.westdean.org.uk 


PRINT 

Printmaking Workshop: 
Monarch of the Glen 
Create your own printed designs 
inspired by Sir Edwin Landseer's 
iconic representation of the stag as 
hero in this workshop on 19 January 
at The National Gallery, London. 
Working with artist Thomas. 
Gosebruch you will experiment with 
drypoint and monotype printing, 
with or without an etching press. 
All materials are provided. 
www.nationalgallery.org.uk 


ENTER 

Royal Institute of 

Painters in Water 
Colours Annual Exhibition 2019 
Enter works created in watercolour, 
or water-soluble media — including 
acrylic, ink or gouache — before 4 
January. The open call is judged by 
a selection committee made up of 
members of the society, of which 
Rosa Sepple (below) is president. 
The exhibition will be on show at 
London's Mall Galleries. 

2 www.mallgalleries.org.uk 


ART SAFARI 


Paint, look, learn, have fun, meet new people on 
Art Safari painting holidays and workshops 


UK WORKSHOPS 2019 


Slimbridge, Glos. Sketching birds from life 17-18 Feb 
Woodbridge, Suffolk Drawing for the terrified 9 Mar 
Woodbridge, Suffolk Creating a sketchbook diary 10 Mar 
Woodbridge, Suffolk Watercolour basics 6 Mar 
Woodbridge, Suffolk Sketching Life on the Deben 7 April 
Woodbridge, Suffolk Photoshop for Artists 12 - 14 April 


Woodbridge, Suffolk Oil painting plein air 26 - 27 April 
Woodbridge, Suffolk Glorious gardens & rivers 14-17 May 
Tring & Whipsnade, Herts Dead or Alive! 7-8 June 


Woodbridge, Suffolk Thoughtful composition mid Aug 
Pensthorpe, Norfolk Sketching birds from life 10-11 Sep 


Woodbridge, Suffolk Sketch to Print 26 - 28 Oct 
PAIMING HOLIDAYS2019 

Egypt Paint like an Egyptian 14-23 Jan 
Antarctica Life on the Ice 30 Jan - 17 Feb 
Namibia Rainbows in the Dunes 7-23 Feb 

India Silver Ring of South India 14-28 Feb 

Sri Lanka Resplendent Isle 19 Feb - 6 March 
Zimbabwe Victoria Falls - Flights of Angels 24 Feb - 1 March 
Italy Venice & Tuscany, Italian Easter 24 April- 6 May 
France Impressions of the Camargue 9-15 May 
Austria Viennese Whirl 16-21 May 
Zambia Leaping Impala 1-8June 
Scotland Orkney, Seabirds and Coast 2-9 June 

China South of the Clouds 12-27 June 
Slovenia Alpine Meadows & Bears 15-21 June 
Jersey A Zoo in my Sketchbook 7-13 July 
England Scilly Isles, Paddling & Painting 28June 3 July 
England Northumberland, Castles & Coast July tbc 
Zambia Large Grey and Unmistakable 25 Aug~-2 Sept 
Greece Canvas of Gold 30 Aug - 6 Sept 
Malawi Rift Valley Adventure 4-16 Sept 
Norway Autumn Aurora 26 Sept - 1 Oct 
Italy Puglia & Matera, Painting & Piazzas 15 - 24 Oct 
Japan Floating Landscapes 7-20 Nov 

India Desert Romance of Rajasthan 9-20Nov 


Join us in 2019! 
Q | For more information, contact us: 


/\ \ 01394 382235 info@artsafari.co.uk 
ara WWW.artsafari.co.uk 


We love to 
paint outdoors & 
we love to teach! 


Join our Artist Tutors 
as part of your 
artistic journey: 


Mary-Anne Bartlett 
John Threlfall 
Karen Pearson 
James Willis 

Julia Cassels 

Mark Boyd 

Sian Dudley 

Roger Dellar 
Maxine Relton 
Jackie Garner 
Claudia Myatt 

Brin Edwards 
Shelly Perkins 
Darren Rees 

Vicki Norman 
Vincent Desplanche 


LONDON 

Courtauld Impressionists: 
From Manet To Cézanne 

Until 20 January 2019 

A major display of some of the 
Courtauld’s most inspiring 
Impressionist and Post- 
Impressionist works. 

National Gallery. 
www.nationalgallery.org.uk 


Mantegna and Bellini 

Until 27 January 2019 

This exhibition follows the 
artists’ respective careers as 
two of the most influential 
painters of the Renaissance. 
National Gallery. 
www.nationalgallery.org 


Gainsborough’s Family Album 
Until 3 February 2019 
Featuring more than 50 
portraits by the 18th-century 
master painter. 

National Portrait Gallery. 
Www.npg.org. uk 


Bill Viola/Michelangelo 

26 January to 31 March 2019 
See works by two artists who, 
despite being born centuries 
apart, explore similar themes. 


Exhibitions 


JANUARY’S BEST ART SHOWS 


Royal Academy of Arts. 
www.royalacademy.org.uk 


Edward Burne-Jones 

Until 24 February 2019 

The blockbuster exhibition 
is the first major London 
retrospective of the late 
Pre-Raphaelite painter in 
more than 40 years. 

Tate Britain. www.tate.org.uk 


The Enchanted Garden 
Until 27 January 2019 
Discover how William Morris’ 
contemporaries and 
subsequent generations of 
artists have responded to 
the allure of garden spaces. 
William Morris Gallery. 
www.wmgallery.org.uk 


Orlando at the Present Time 
Until 6 January 2019 

Brings together responses 
to Virginia Woolf's novel 
Orlando: A Biography, 
marking the 90th year 

since its publication. 
Charleston, Lewes. 
www.charleston.org.uk 


Max Gill: Wonderground Man 
Until 28 April 2019 

Explore the humorous works 
of this well-known illustrator, 
letterer, map-maker, architect 
and decorative artist. 
Ditchling Museum of Art 

and Craft, Hassocks. 
www.ditchlingmuseumartcraft. 
org.uk 


Cyril Mann - Painter 

of Light and Shadow 

12 January to 31 March 2019 
An unsung hero of Modern 
British Art, this show 
celebrates his life's work. 

The Lightbox, Woking. 
www.thelightbox.org.uk 


Mary Fedden: 
Colour and Simplicity 
Until 10 February 2019 
Explores how the still-life 
painter was influenced by her 
35-year partnership with her 
husband Julian Trevelyan. 
Pallant House Gallery, 
Chichester. www.pallant.org.uk 


Simon Ling 
Until 27 January 2019 
Anew series of paintings 


created over the last year 
shown alongside earlier works. 
Towner Art Gallery, Eastbourne. 
www.townereastbourne.org.uk 


MIDLANDS 

Maman Vuillard and 
Madame Vuillard 

Until 20 January 2019 
Marking 150 years since the 
artist's birth, this exhibition 

is the first dedicated solely to 
Edouard Vuillard’s portrayals 
of his mother. 

Barber Institute of Fine Arts, 
Birmingham. www.barber.org.uk 


The First World War in Art 
Until 3 March 2019 

Display of associated works 
from the Herbert's collection. 
The Herbert Art Gallery 

and Museum, Coventry. 
wwwtheherbert.org 


Elizabeth Magill 

Until 20 January 2019 

This exhibition will present 

a body of new work from the 
Irish painter and printmaker. 
The New Art Gallery, Wallsall. 
thenewartgallerywalsall.org.uk 


ALBERT IRVING AND 

ABSTRACT EXPRESSIONISM 

Until 3 March 2019 

This major retrospective of Albert Irvin also 
marks the 60th anniversary of the seminal 
exhibition The New American Painting. Irvin 
was one of Britain's most important 
post-war painters and printmakers, best 
known for his large-scale abstract colourist 
paintings. In 1959, he visited The New 
American Painting exhibition at Tate, which 
brought the boldest and best new talent 


from across the Atlantic. Expressionist 


artists who inspired him, including Jackson 


Pollock and Willem de Kooning, hang 
alongside Irvin's work at this exciting show 
Royal West of England Academy, Bristol. 
www.twa.org-uk 


Derwent Art Prize 


Quentin Blake and John 
Yeoman: 50 Years of 
Children's Books 


Francis Butterfield 


Als for Art 


Femand Léger 


Leonardo da Vinci; 
A Life in Drawing 


Kyffin Williams: The Artist 
and Amgueddfa Cymru 


Dylan Thomas: 
Music of Cotour 


Brushes with War 


Pin-Ups: Toulouse-Lautrec 
and the Art of Celebrity 


BP Portrait Award 


Society of Scottish Artists 
Annual Exhibition 


CAPTURING A STAR: DAME FLORA 
ROBSON AND OTHER WORKS 

BY DAME ETHEL WALKER 

Until 2 March 2019 


Ethel Walker RA is recognised as one of 
Britain's leading painters. She was a strong 
character who did not conform to 
perceived gender roles of the time and 
often challenged traditional views of 
femininity in her career, too, asking sitters 


NOW: Monster Chetwynd 


Canaletto and 
the Art of Venice 


to remove make-up before she painted 
their portraits. This exhibition explores the 
struggle women endured to achieve 
creative success despite obstacles, and 
includes seven works by renowned Scottish 
artist Dame Ethel Walker on loan from the 
Royal Academy of Arts, and other works 
from the Laing Art Gallery, Newcastle. 
South Shields Museum & Art Gallery, Tyne 
and Wear. www.southshieldsmuseum.org.uk 


Mary Swanzy: Voyages 


Inspiring new artworks, straight off the easel 


Brett Humphries 

Everyone loves the classic summer food combination, so 
the subject was an obvious choice for this painter, who has 
been gaining a reputation for his detailed still lifes. Like all 
his exquisite studies of light, form and space, Strawberries 
and Cream required a strong focus on the design stage. 
“Because my paintings take so long to produce | have to 


Fresh Paint 


LEFT Strawberries 
and Cream, acrylic 
on board, 26x40cm 


BRETT’s 
TOP Tip 
Don't rush th 
Stage. Make 
are happy before 


You commit to 
Painting 


e drawing 
Sure you 


be sure of the composition before | commit to pencil and 
paint,” says Brett. This work took four weeks from buying 
the fruit to completed painting, with the first week involving 
work on the composition, the photoshoot and preparing the 
surface, and the remaining three weeks painting. 

“[ use a very accurate outline drawing of all the objects 
and this acts as a guide throughout the painting process,” 
adds the artist, who relies on instinct to know when he’s. 
achieved the ideal composition. “I then trust this drawing 
completely, as it allows me to concentrate on the technical 
aspects of painting.” 

Brett's goal with each work is to create the illusion of 
depth within a two-dimensional surface. “I use thick and 
thin paint, sharp and soft edges, and obvious and hidden 
brushstrokes to help me achieve the desired effect.” 
Brushwork is a particularly important element. He only 
uses traditional brushes, which range from those in poor 
condition - which create interesting effects - to tiny ones 
for detail. “I use big brushes early on for speed and then 
slowly refine down to the tiny brushes for the detail work. 
The brushwork becomes part of the object itself,” adds the 
artist, who uses different techniques depending on what 
object is being painted. 

But however Brett paints his delectable offerings, 
they really do look good enough to eat. 

See more of Brett's art at www.bretthumphries.com > 
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WWW.HOLBURNE.ORG THE 
Great Pulteney Street, Bath H @) Gc B U RN E 
MUSEUM 


Gainsborough 
e& the Theatre 


5 October 2018 to 
20 January 2019 


‘Principal Sponsor 
4 
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ABOVE Georgie, oil on 
canvas, 120x90em 


Fred Coppin 
If the artist's fiancée, Georgie, didn’t have such great 
style, this Egon Schiele-inspired painting might not have 
existed, let alone been selected for this year’s Royal 
Institute of Oil Painters Annual Exhibition. “She popped 
by to see me in my new studio so | naturally coerced her 
into sitting for me,” says the South London-based artist. 
Georgie did a short sitting to create sketches from 
life, which Fred used to work on the composition 
alongside other drawings of a seated figure based on 
work by the Austrian master. He then completed the 
majority of the painting from a series of photographs. 
“l often end up doing more exciting things with a painting 
if | finish the work from a photograph,” he says. “Perhaps 
it's that added layer of freedom.” 
One of his main focuses with this artwork was to keep 
the punch in Georgie’s clothing by making sure there was 
enough contrast with the background, both texturally and 


tonally. “I generally like to do a more expressive 
underpainting and initial drawing in acrylic,” he adds. 

“It gives a good feel and something to build on. If, like me, 
you're impatient, you can keep the momentum as you 
head into the real business in oils.” Fred considers 
Winsor & Newton's Phthalo Turquoise, Prussian Blue and 
Titanium White to be some of his “closest allies”. 

This painting's interesting texture and surprising linear 
marks were helped along by the fact it was painted over 
the top of a “not-so-successful” portrait. “There was quite 
a bit of texture underneath to contend with,” he adds, 
“but | think that can help give the painting some subtle 
weight and depth in the end.” But, mainly, it’s all 
Georgie’s fault for “wearing such exciting clothes”. 

You can see Georgie at the Royal Institute of Oil Painters 
Annual Exhibition 2018 at London's Mall Galleries from 

28 November to 9 December 2018. www.mallgalleries.org.uk; 
www.fredcoppinart.com > 
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Fresh Paint hes 
PORTFOLIOPLUS © 
= 


PORTFOLIOPLUS 


For a chance to feature in Fresh Paint, 
sign up for your own personalised 
Portfolio Plus page today. 

You can also: 

* Showcase, share and sell unlimited 
artworks commission free 

*Get your work seen across Artists & 
Illustrators’ social media channels 

+ Submit art to our online exhibitions 
*Enjoy exclusive discounts and more 
It’s quick and easy to join at www. 
artistsandillustrators.co.uk/register 


ABOVE Lola, pencil on 
paper, 21x29.7em 


16 .\r Ilust 


ee 


Tracey Pinnington 

The artist was taught the photorealistic style 
of drawing in pencils while training as a 
graphic designer, which is how she came 

to adore the media. She began drawing 
portraits for her friends and family to unwind 
but in 2003, after giving up her career to 
have children, she became a full-time artist. 

It was a joint love for art and animals that 
led the artist to focus on pets and wildlife. 
Lola was the first cat Tracey drew. Though 
she usually avoids portraits with a 
background, the way the brightred blanket 
emphasised the cat's eyes intrigued her. 

The drawing was created from a 
photograph using Prismacolor pencils and 
took one week to complete. She finds 
oil-based Polychromos pencils are the best 
for creating tiny details such as whiskers, and 
for getting crisp edges on highlights. 

As her clients come from all over the world, 
she works mostly from photos but exercises 
her drawing skills by occasionally sketching 


from real life, a popular subject being her 
Airedale terrier, Dexter. 

As a self-confessed pencil collector, Tracey 
works with a mixture of brands, including 
Prismacolor, Faber-Castell Polychromos and 
Caran D'Ache Luminance. She also has many 
sets of Spectrum Noir and Derwent 
Watercolour pencils, and is eagerly awaiting 
the full release of Derwent Lightfast pencils. 

When beginning a drawing, Tracey roughly 
sketches the composition before creating a 
simple outline in which to add colour. She 
maps the light areas before adding darker 
shadows, and uses a sharp pencil to add the 
final touches. When creating sharp edges, 
she uses a scalpel, which gives her more 
control over the point. She recommends 
using a long, thin point for emphasising 
individual hairs or whiskers and suggests 
directing pencil strokes so they follow the 
direction of the fur to bring a portrait to life. 
www.artistsandillustrators.co.uk/ 
traceypinnington 
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The ; a 
CAPPUOCC 
The 
120% CAPPUCCINO 
Book 
120 80 


NEW SKETCHEO0K 


Encased in a stylish lightly grained hardback. The Cappuccino Book's light-brown interior 
is perfect for warm shades of colour. Whether you use acrylic markers, Ink or pen; 
this sketchbook is your perfect companion 


? i AVAILABLE IN A4 AND A5 


For additional information and stockists, please contact: 


Email: uksales muehie.com + Te!:01603759266 » www.hahnemuehle.co.uk 


JULIAN TREVELYAN 


JULIAN TREVELYAN made a major contribution to 
20th-century British art. ROSEMARY WAUGH explores 
the work of this overlooked painter of everyday life 


as Artists & Ilustrators 


Something interesting happens when you spend time 
looking at a Julian Trevelyan painting. The images, often 
landscapes filled with multiple figures and features, start 
as a blurry overlap of shapes and colours. But keep looking 
and, all of a sudden, the patterns rearrange themselves, 
perspective clicks into place and what was a perfectly 
pleasant haze becomes a razor-sharp depiction of, say, 
Hammersmith Bridge, or two oxen yoked to a caravan. 

The experience is similar to watching the clouds clear 
on the horizon or seeing morning fog slowly lift to reveal the 
city skyline beyond. But, most of all, it’s an entirely fitting 
way to experience the work of an artist who specialised in 


capturing an exact sense of place. You can see for yourself 
at Pallant House Gallery in Chichester, which is showing a 
thorough survey of Trevelyan’s prodigious artistic output in 
painting, printmaking and collage. The exhibition is 
separated into the different working periods of his life, 
starting with his early forays into surrealism (kick-started 
by travelling to France and mixing with the artists based 
around Atelier 17), through to his mature work in localities 
across the globe and his involvement with the early stages 
of the Mass Observation movement. 

Co-curator James Scott, who organised the exhibition 
with Ariane Bankes, is a long-standing admirer of 


ABOVE Burslem, 
1938, oil on 
canvas, 83x110cm 
LEFT Self-Portrait 
with Mary, 1960, 
oil on canvas, 
150x130cm 


JULIAN TREVELYAN 


Trevelyan’s art, and a friend of the artist and his wife, the 
painter Mary Fedden. A retired orthopaedic surgeon, Scott 
might not be a typical exhibition curator but his passion in 
describing Trevelyan’s work is infectious. Moreover, he and 
Bankes have a personal connection to the artistic couple. 
As a junior doctor, Scott purchased a “small, lovely 
watercolour” by Fedden, which he took with him to beautify 
his various student digs. On returning to London, Scott 
learned more about the couple's artistic circle. Crucially, he 
also heard about open days at Durham Wharf, Trevelyan’s 
studio from 1934-88, which he shared with Fedden, on the 


Thames near Hammersmith Bridge. 
Scott went along to an open day 
and struck up a friendship that would 
last decades and which, in its later 
Y stages, would even include replacing 
Fedden's hip. Although he was closer 
to Fedden than her husband, Scott 
describes Trevelyan as “absolutely wonderful... a very 
earnest, bright and keen conversationalist, never once 
taking his eyes off you.” 

Scott's impression chimes with Trevelyan’s reputation 
for being hospitable and engaging, even after an attack 
of meningitis resulted in a slight speech impediment. 
Thanks to the couple's generous nature, along with the 
open days, the Durham Wharf base was also used as the 
venue for regular parties (the annual Oxford-Cambridge 
Boat Race included) and other events. 

Moreover, Scott thinks Trevelyan’s sociability informed 
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his work. Of the different sections in the exhibition, the 
co-curator’s personal interest lies in the Mass Observation 
series from 1937-8. He believes Trevelyan’s existing 
friendships with people involved with the project spurred 
his interest and, on a deeper level, the ideas underpinning 
it spoke to the artist's left-leaning politics. Scott describes 
Trevelyan as being “rather a political creature. He was very 
left-wing, and fairly pacifist and Quaker.” 

While working for Mass Observation, Trevelyan produced 
a collection of paintings and collages in Bolton and 
Stoke-on-Trent. The pictures from the Potteries are, 
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in Scott's words, “wonderful, dark urban landscapes with 
those big bottle kilns”. It’s here that Trevelyan's special 
ability to distil the essence of a landscape into a seemingly 
simple image comes into play. Smoke pumps out into the 
sky, the roads dart higgledy-piggledy and there's a sense of 
the constant motion of relentless industry and production. 
Trevelyan’s collages, which he incorporated into painted 
works, were created from torn strips of magazines, such 
as the Radio Times, and newspapers. Scott sees this 
combination of traditional painting and “sort of frivolous, 
beautiful bits” of collage as “playing towards a socio- 
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political “They drove all around Europe and painted while they 
[belief].” were out there,” explains Scott. “But they had very different 
His use of habits while they were doing it. Mary did things on the spot, 
commonplace whereas Julian increasingly made sketches and brought 
materials and them back to make either prints or oil paintings of the 

the fusing of same scene... | think it was just the two of them being there 
an industrial that made it very immediate.” 

landscape with Along with the different locations, the exhibition also 
passages of makes clear how Trevelyan’s career was a journey through 
artistry certainly different styles and movements as he developed his unique 
matches way of painting and printing, increasingly becoming “more 
Trevelyan’s abstract, more geometric and with fewer colours”. His 


championing of untrained and non-professional artists, 
including a group of miners from Ashington, 
Northumberland, who, thanks to him, exhibited in 
Newcastle during the 1930s. 

Mass Observation, in name alone, was a project suited 
to an artist who studied the world around him with far 
more attention to detail — and feel for a location — than 
most. Along with the works created in London and the 
north of England, the Pallant House Gallery exhibition is 
crammed with images chronicling the many trips Trevelyan 
and Fedden took across the globe. 


involvement with surrealism at only 21 years old is 
remarkable in itself and, like most of the exhibition's 
sections, would work just as well as the focus of a solo 
show. Scott is clear that he thinks Trevelyan's contribution 
to British art has been overlooked. “Great man, an 
extraordinary life and a wonderful output,” he says. 
“We could have had this exhibition several times over, 
with different works for all the periods.” 

Julian Trevelyan: The Artist and his World is at Pallant 
House Gallery in Chichester until 10 February 2019. 
www.pallant.org.uk 
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IN THE STUDIO WITH 


Chrisl 
Orr RA 


The artist, printmaker and Royal 
Academician shows us around his 
London workspace. Words and 
photos: ANNE-KATRIN PURKISS 


We are meeting in your workshop. 

Is this your main workspace? 

| have a studio at home in Battersea, 
but needed a separate place for the 
printing press. 


Have you got a preference for 
printing presses? 

This is a Mitchell, it's late 19th or early 
or 20th century. It's cast iron. The 
weight of the roller is the key issue 

to get the prints to work. And that’s 
why you need a workshop. It’s not 
something you can put in your attic. 


Once you have done one edition, do 
you keep the plate and produce 
second and third editions later? 
When you produce an edition of 
prints, it's very special. You've got to 
step back from it and say, “That's it.” | 
don't go back to it. | might reuse parts, 
but I'll never do the print again. 


How do you know when a work 
is finished? 
When you get fed up with it. The print 
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speaks to you. You set up a dialogue 
with the work: once it starts to form, 
it has a life and an identity of its own. 
It’s slightly deferent to you. Itspeaks 
back to you and you respond to it. A 
finished work must have conviction. 


You created a series called The 
Miserable Lives of Fabulous Artists. 
Why did you become an artist? 
There was nothing else | could have 
done. | had a rather unhappy time at 
school because | wasn't very good at 
academic subjects or at sports. The 
only thing | was good at was drawing 
and daydreaming. 


What are the essential ingredients 
for becoming an artist? 

You need self-awareness and 
self-possession. If you didn’t possess 
your ideas, you'd be at the mercy of 
everything that came along. You'd do 
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IM-PRESSED 
The artist 
uses a late 
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Mitchell press 


all the things people told you to do. 
You have to be disobedient. 


After school you went to art college, 
but you didn’t do a painting course. 
That was because of parental 
pressure. They thought illustration 
and graphic design were more likely 
to provide me with an income. But 

| was always on the edge of fine art, 
and the transformation came when 
| got a postgraduate place at the 
Royal College of Art. 


What is the main source of 
inspiration for your work? 

Much of my work is autobiographical. 
| use the environment of London with 
its qualities, diversities, intricacies 
and topography. Through these 


pictures | have developed the process 


of engraving on plastic, which has 
become one of my trademarks. 


Engraving on plastic seems to be an 
unusual practice? 
It's not widely used. | found it 
fruitful in a particular way. 
This process works well for 
architecture, you can work 
ona large picture on 
location. Carrying a piece 
of metal would be 
unbearable. Also, plastic is 
cheap, you can afford to 
make mistakes and start 
again on another piece. If you 
buy an expensive plate of 
copper, that’s different. 


Ihave always associated printmaking 
with a studio-based practice. 

| work plein air a lot, and | am very 
keen on accuracy. There is another 
advantage to plastic, too. | can use a 
needle and serrated wheels that give 
the surfaces texture; on metal these 
would be much harder work. 


Is engraving your favoured technique? 
| work in all print mediums: etching, 
silkscreen and engraving. | am not 
particularly tied to one. 


How do you decide which print 
medium to use for an image? 
It depends to an extent on the 
‘subject. | love architecture 

and structures, and engraving is 
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suited to those subjects. Linear 
techniques lend themselves to 
mechanical things. My commission to 
mark the 70th anniversary of the NHS 
was a lithograph - the colour and 
subtlety couldn't have been achieved 
any other way. 


What do you like to do when you're 
not printmaking? 

The thing I do most is drawing. | keep 
drawing books. | don't call them 
sketchbooks. | think the term sketch 
is a bit slight. They are more than that: 
they are notes, ideas, lots of words; 
they are the running consciousness. 


Do you use the books in your work? 
| look at them all the time. | fill about 
three or four a year, and I've been 
doing that for perhaps the last 30 
years. Quite often | take things out, so 
there is a kind of mutilation going on. 
They are not pristine - they would be 
an archivist's nightmare. But they are 
the most useful things. 


What are your plans for the future? 
RA Publishing has reprinted my book 
on The Miserable Lives of Fabulous 
Artists. | want to explore that formula 
of making paintings, books and prints 
that comprise one body of work and 
complement each other. 
www.chrisor-ra.com 
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Aiming for perfection can hinder your progress. LAURA BOSWELL 
explains how you can stop stalling and start moving forward 


ABOVE Hunter's 
Moon, linocut, 
19x58em 


hen revising for school exams, | took refuge 
W: perfectly assembling pencils, index cards, 

music, and so on, because these tasks were 
infinitely preferable to the revision itself. It's easy to get 
caught up in this kind of thinking when making art - and it 
can stall your creativity, just as it stalled my studies. Here 
are a few examples of perfectionist thinking that will rob 
you of time and progress, and how to beat them. 

You may feel you need to find the perfect time, place and 
materials to create an artwork. At best this is an excuse to 
delay, at worst it is a block to creativity. Get started with 
what you have and make the best of it. Working in less than 
ideal conditions means that you will be all the more 
capable of achieving when your desired situation occurs. 
The extraordinary range of art made during wars or times. 
of deprivation will show that sable brushes and northern 
light are not actually essential to greatness. 

Struggling to finish a work will also hold you back. Itis 
easy to fiddle with an artwork — endlessly in search of a 
flawless finish — and never move on. Instead, see each 
work as a stepping stone to the next: find the positives, 
learn from the negatives and move forward. Over- 
identifying with a single piece will slow your growth. 

All artists need to make art to make progress. 

Refusing to show work to others because it isn’t perfect 
is common and understandable — but it’s not helpful. 
Feedback about work, whether finished or in progress, 


is a positive part of any artist's development. The trick 
is to grit your teeth and ask a variety of people, but also 
remember you will have to sort the wheat from chaff. 

Good feedback is respectful, relevant and aims to 
encourage your progress. If your initial audience doesn't 
meet these criteria with their comments — and that 
includes your nearest and dearest - find others who will. 
There are plenty of online forums, Facebook groups and art 
groups that will share your interests. I'm willing to bet you 
will be pleasantly surprised and encouraged by discussing 
your work with peers. 

Remember that perfection is final. Surely, it's better to 
try your best and make progress with every artwork than 
shudder to a halt, never to make art again. 
www.lauraboswell.co.uk 
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THE HISTORY 


American artist KERRY JAMES 
MARSHALL has been declared 
the most influential painter alive. 
SALLY HALES finds out why 


twouldn’t be unreasonable to think the Chicago-based 
figurative painter might be feeling the weight of 
success. His recent London show, Kerry James 
Marshall: History of Painting, came hot on the heels of 
the career-defining Kerry James Marshall: Mastry, a 
35-year retrospective that showed in Chicago and the 
Metropolitan Museum of Art in New York across 2016 and 
2017 to universal acclaim. And then his four-metre acrylic 
and collage on canvas painting, Past Times, sold to rap 
music star Sean “Diddy” Combs for $21.1m at a Sotheby's 
auction recently, setting the record for a living African- 
American artist, while his Untitled (London Bridge) was 
acquired by Tate Britain in April. He’s now been named the 
most influential painter alive on an art power list to boot. 

But Kerry James Marshall isn't feeling the pressure. In 
fact, at a preview of History of Painting, the affable artist 
couldn't have been more relaxed. And the same goes for 
his practice - his comments about which reveal an ease 
bom of quiet, albeit unshakable, confidence. “The structure 
of my practice as an artist makes me feel like I'm 
completely free,” he says. “I’m not restrained by anything or 
anybody. | don’t have a lack of knowledge, a lack of ability, 
to do any of the things that I want.” 

Born in Birmingham, Alabama, in 1955, Marshall spent 
his early years in the midst of the civil rights movement, 
before moving with his family to a housing project in Watts, 
Los Angeles, at the age of seven. A few months into their 
lives there, the 1965 Watts riots engulfed their > 


KERRY JAMES MARSHALL 


KERRY JAMES MARSHALL 


ABOVE Untitled 
(Large Colours), 
acrylic on PVC, 
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LEFT Untitled 
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PAGE Untitled 
(Underpainting), 
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collage on PVC, 
215.2x305.5em 


neighbourhood. It was a childhood that taught Marshall 
both resilience and ambition. 

He recounts how his father instilled in him that there was 
nothing he couldn't achieve. Not in grandiose philosophical 
terms, but practical ones. “He said to me once, ‘If there’s a 
thing a human being has made before, you can make it 
too,” says the artist. With enough time and commitment, 
skills can be mastered: it’s an ethos that has driven his life 
and work. Asa result, Marshall has always considered “not 
knowing an unacceptable condition to live in’. “I spent all 
my time trying to figure out what the artists | was looking at 
knew that made it possible for them to do the things they 
were doing,” he says. “I wanted to know what that was, 
and so my whole approach to making art is about that.” 

He completed his undergraduate degree at the Otis Art 
Institute in Los Angeles in 1978, and began his career as 
a figurative painter in 1980 - a time when the art world was 


busy declaring the genre dead. But Marshall knew there 
was work to be done: he needed to create a “counter 
archive” of paintings that included black people. Now he’s 
opening out that project to take in the whole history of art 
and explore the multiple ways paintings can be made. But 
despite the seriousness and scope of his ambition, 
Marshall's approach isn’t an academic one. 

In keeping with his warm and generous personality, as an 
artist he wants people to understand and engage with his 
work, not set art-historical puzzles to be solved. Marshall's 
paintings speak urgently to a wide audience exactly 
because he seeks to reveal and question the social 
constructs of beauty, taste, and power, not explore his 
own psychology. His project is essentially a public one. 

“I never started out as an artist who believed that the 
purpose of making things was to somehow express some 
inner sense of who | am as a person or human being,” 
he says. “To me, there are no mysteries in the work | do. 
Everything is there; everything is available. There’s no 
subtext that has to be covered or uncovered because 
'm trying to be clear with all information required to 
understand why this thing is the way it is.” 

History of Painting is a symphony born of creative 
freedom, taking in his own explorations of pop art, > 
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abstraction and other classical painting styles, all while 
continuing his lifelong drive to remedy the absence of 
black bodies and experiences in art. 

A highlight of the show is Untitled (Underpainting), a 
single canvas painted in acrylic and presented as a diptych. 
It shows two mirrored scenes of a traditional art gallery. 
But, here, groups of young black children sit on the floor, 
listening to an adult tell them about two unseen paintings, 
which, according to the labels collaged on to the canvas, 
are by Kerry James Marshall. The work began with a layer 
of Burnt Umber as the underpainting, a technique used 
during and since the Renaissance. This creates warmth 
and unifies the finished work, while further tying it to the 
history of painting. It's smart, thematically rich and 
technically accomplished — and clear. Viewers won't need 
an art history degree to get the point. 

Untitled (Large Colours) sees Marshall explore French 
artist Maurice Denis’ maxim that paintings are merely flat 


surfaces covered with lines and 
colour in order. Although primarily 

a figurative painter, he has been 
investigating abstraction since his 
2015 “Ink Blot” paintings to examine 
how art can be made and received as 
a purely sensory phenomena. “There's 
no reason why this shouldn't be enough 
to me,” says Marshall of the work. 
“This is this is the basic, zero-degree 
manifestation of what it means to 

me to make a painting. The idea that 
you can construct a picture like this and that alone is 
satisfying enough to hold your interest for a reasonable 
amount of time.” 

Pop art enters the frame in the eponymous History of 
Painting, which belongs to a group of four works which look 
at way artworks are exchanged as commodity. But Marshall 
says he finds these artworks beautiful in purely 
compositional terms, and that they're “not just commentary 
on the commodification of art". Embedded within the 
work's structure is a series of purely aesthetic choices that 
are in direct contrast with its critical content. 

The beauty of Marshall's work is that he can admire and 
critique the art world at the same time — and do it witha 
sense of joy and purpose. In seeking to match the brilliance 
of the art of the past, he isn’t just exploring the history of 
painting, he’s truly making it. 

Find out more about Kerry James Marshall's art at 
www.davidzwirner.com/artists/kerry-james-marshall 


ey Painting In Italy 


+ Locations: Tuscany, Umbria, Lake Garda including 


Verona Opera), Sicily, Florence, Venice, 


+ Fully organised holidays including airport transfers, 
tuition, excellent accommodation, dinners/lunches 


including wine and excursions with a professional guide 
+ Professional tutors teaching all levels of ability and in 
all media. 

+ Cooking lessons and other activities available for 
non-painting partners. 


* Perfect holiday for solo travellers. 

+ All guests occupy a comfortable double room 
no sharing) with en suite facilities. No single 
supplement charged. 


“Excellent sums it up. This was one of my best ever as, 
holidays. The painting tuition was fantastic. Thank RE 
you for organising every detail. It was splendid...!” - 2018 
sie WINNER 2018 
Little Sark - deal Honeymoon Destination reservations@sablonneriesark. 


“That rare blend of simplicity and sophistication’ 


LA SABLONNERIE HOTEL 


LITTLE SARK 
‘The place to stay in the Channel Islands’ 


Awarded Johansens 


Small Hotel of the Year \ 


For a truly memorable day or stay, be sure to enjoy the magical beauty of this famous haunt. Rest and refresh yourself at La Sablonnerie Hotel and 
Tea Gardens, where a delicious Gourmet Luncheon or a superb Sark Cream Tea is served in this idyllic setting. Also, dine romantically by candlelight 
in the 16th Century restaurant, renowned for its excellent cuisine. The hotel is highly recommended by leading hotel guides for its comfort and good food. 
Own horses and carriages for hire. La Sablonnerie was recently highlighted by the hotel guide Which? as “The place to stry in the Channel Islands”. 


For further details and reservations call Elizabeth Perrée on (01481) 832061 or Fax (01481) 832408 www.sablonneriesark.com 
Don’t leave the Channel Islands with out visiting Sark and Little Sark. ‘It will be an experience that will live with you forever’. 


a4 Artists & Illustrators 


PRIZE DRAW 


50 OF C 
MATERIALS 


This month we've teamed up with art 
materials retailer Cass Art to offer four lucky 
readers the chance to win £250 to spend on 
products from its own range of art materials 
~ the Cass Art Collection. 

The Collection provides artists with the 
finest quality art materials at exceptional 
value. Developed by selecting only the best 
quality products from the most reputable 
manufacturers of art materials across the 
world, the range has now grown 
to include Artists’ Oil Colours, Artists’ 
Watercolours, Acrylics, and three canvases. 
~ Artists’ Exhibition Grade Quality Cotton 
Canvas, Artists’ Exhibition Grade Quality 
Artists’ Linen Canvas and a Cotton Canvas. 
www.cassart.co.uk/casscollection 


The four winners will be chosen at random. 
They will be able to choose between an e-gift 
voucher to use online at www.cassart.co.uk 
or paper gift vouchers, which can be used in 
Cass Art stores. Vouchers can be spent on 
products from the Cass Art Collection. 


HOW TO ENTER 


Enter online at www.artistsandillustrators. 
co.uk/competitions by noon on 25 January 
2019. Alternatively, fill in the form and return 
it to: CASS ART PRIZE DRAW, Artists & 
Illustrators, Chelsea Magazine Company 
Ltd., Jubilee House, 2 Jubilee Place, London 
SW3 3TQ. For terms and conditions visit 
www.chelseamagazines.com/terms 
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i PRIZE DRAW 


Name: 


| Address: 


| Postcode: 


Email: 


Telephone: 


Please tick here if you subscribe to Artists & Iilustrators 
The closing date for entriesis noon on 25 January 2019. 


Ploase tick fyou are happy toreceive rlevant Information from 
{The Chelsea Magazine Company via email postr phone 

Ploase tick ifyou are happy toreceive relevant Infermation from 
(Cass Art via emailC) postClor phone 
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10 MINUTES WITH 


Emma 
Haggas 


The Wiltshire-based painter on how she returned to art after a career 
break. Words: RACHAEL FUNNELL. Photos: TOGETHER AND SUNSPELL 


When did you realise you wanted to become an artist? 
| began at the age of four. | did a drawing of a house that 
swung my first school interview at the age of seven. The 
headmistress took one look at my picture and said, 
“That's the girl for us.” | stayed in school until | was 18, 
studying art all the way through, and | was inspired by 
very good teaching. After school, | did a degree in fine 
art, history of art and education at Homerton College, 
Cambridge University. 


When did you become a full-time artist? 
After graduating, | taught A-level for four years before 
travelling with my husband. I began painting full-time after 
we returned to England. | was fortunate because my 
husband could support me financially, which gave me time 
to get the ball rolling. | was about 27 when | had my first 
‘solo show, and it all kicked off from there. 

| kept going until | was 30. | had just had a baby when 
my father died, and the combination of those things was 
too much to continue painting. It's so hard to be creative 
when you're unhappy, so I just focused on the baby and 
my family. | didn’t work on my art for a long time. 


When did you return to painting? 

During that break | had three children and it wasn't until my 
youngest had started senior school that | started painting 
again. It's only been in the last five years that I've started to 
pick it up seriously again and | had my first solo show since 
taking the break this year. 


What is your favourite subject matter? 

My happiest paintings are landscapes. | live in a beautiful 
part of Wiltshire just on the edge of Salisbury Plain, so it's 
open and wild. | have three dogs, two of which are big 
pointers which need a lot of exercise, so | walk an hour a 
day. It allows me to soak in the landscape. It's the same in 
Cornwall where | also have a studio, and | love to walk along 
the cliffs. Landscapes are a big part of my life. 


Can you talk me through your process from the first idea 
to creating the final piece? 

When | go for walks, | always take a lot of photographs and 
I have a mini-sketchbook for drawings. Sometimes, if I'm in 
the mood to draw, I'll bring my big sketchbook and spend 
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an hour sitting on the bonnet of my Land Rover sketching. 
When | get home, | put them up on the wall so | can fully 
absorb the images. 

Once I'm ready to paint, I'll mix a palette and create a 
great rainbow of colours. | can spend four or five days 
working on four or five paintings, just messing about and 
trying to be loose with my style. The ideas always evolve 
from the drawings, so the final scenes are always different 
from the original image. 

Once I've almost completed a painting, I'll move on to 
the next one, and then while that's drying, I'll move on to 
the next. | often have a series of paintings that have a 
similar theme or colourway, so they look as if they were 
made with a similar thought process. 


Which media do you most enjoy working in? 

| mostly work in charcoal and oil paint. | prefer oil paint 
because you can manoeuvre it and change its consistency. 
You can make it thick or runny, and sometimes you get 
these lumpy bits that you can stick to a painting, giving it a 
unique texture. | find acrylic to be very plastic which is more 
practical if you're going somewhere and you want it to dry 
quickly. | remember one oil painting | did last year where 
the paint was so thick it wouldn't dry. | had to put a piece 
of glass over the front to transport it toa show and when it 
sold | had to say, “If you want to take the glass off it will 
probably be fine in about three months.” 


Does having a home studio influence your work? 

My husband isn’t artistic at all. He’s more into sport, but 
he’s very good at critiquing my paintings. He'll say, “That's 
not quite right,” or “That's perfect, stop.” | think that’s so 
important. So many painters don’t know when to stop 
because it can be tempting to keep going back to fix things 
but you run the risk of overworking a piece, and it can 
become boring. The best thing | find is to leave it, 

come away and then go back to it with fresh eyes. 

My studio is upstairs so if | think I've finished a 
painting, I'll take it downstairs and put it on an easel in 
my dining room. That way, each time | walk through to 
the kitchen, it will catch my eye and sometimes I'll clock 
something that | hadn't noticed before. It helps me to 
realise what does or doesn't need tweaking. 

See more of Emma's artworks at www.emmahaggas.com 
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Call us on: 0203 287 7140 info@artinthealgarve.com 


www.artinthealgarve.com 


SKETCHBOOK 


TIPS + ADVICE + IDEAS 


The opportunities for exploring mark-making 
"are almost endless. Why nottry: 


“Dipping paper directly into your paint or ink 

Drawing with utensils tied toa stick 

Applying paint with a credit card 

*Painting with a sponge 

*Flicking paint-covered string over an image 

*Sprinkling alcohol or salt on to watercolour 

*Press cling film into watercolour or acrylic 

*Painting with coffee, wine or any other liquid 
you have to hand 


" 


WHY NOT DRINK (TEA) AND DRAW? 


LILY FORWOOD explains how she paints with the nation’s favourite beverage 


Tea has been an integral part of my practice 
for years. The dragging, pooling and tide 
marks of the slow-drying lakes and streams 
that form across the surface of the paper 
break the white space, and allow me more 
time to breathe and consider marks made 
with other media. | find the only way that my 
process works is to use high-quality 


watercolour paper. The flow of water-based 
media leaves tidemarks which dry in an 
unpredictable way. 

I contrast this with harder media, 
paper-cutting and inserting ephemera 
from the location that | am attempting to 
encapsulate. | try to catch an echo of 
the movement of people and place. 


One of my favourite aspects of working 
is covering my desk with different media and 
experimenting, such as drawing a line in 
wax and then watching it resist the ink. 
Lily studied at Camberwell College of the Arts, 
London and is represented by GX Gallery where 
she will be holding her fourth show in 2019. 
www.gxgallery.com; www.lilyforwood.co.uk 
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Art — Culture — Inspiration 


Girona Art Holidays 


www.gironaartholidys.com 


PAINTING HOLIDAYS 
AT THIS BEAUTIFUL FRENCH CHATEAU 
June and September 2019 


RESIDENT ARTIST FOR JUNE, JACQUELINE 
WILLIAMS N.E.A.C. - An artist in oils and a 
member of the prestigious NEAC, she has studied 
at Cheltenham (Glos Univ, 1982-85 BA Hons) and 
Royal Academy Schools London (Post Grad Dip.) 
www.jacquelinewilliams.co.uk 


Half Board at the Chateau, prices start from £995 for artists and £590 

for non-artists. Painting Excursions to Vouvant, the village of painters 

and the beautiful lakes of Mervant. Small groups, personal attention. 
For details of our renowned September artist please contact us at 


www.aplaceinlafrance.com 


e-mail mandyoliver.aplaceinthevendee.com or 
wendywilliams.aplaceinthevendee.com 
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RWA OS March 


Albert Irvin and 
Abstract Expressionism 


Including Jackson Pollock, Willem de Kooning and Barnett Newman 


England Academy Bishop Fleming 


Opening Times: T »m, Monday: Close 


RWA. Queen's Re ‘on, Bristol BSS IPX 
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Pi 
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1 December - 17 February 2019 


Victoria Art Gallery 
By Pulteney Bridge, Bath BA2 4AT 
01225 477233 
www.victoriagal.org.uk 

Daily 10.30-5.00 


Victoria Art Gallery 


Bath & North East 
Somerset Council 
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SKETCHBOOK 


TRAVELLING LIGHT 
5. THE BIG IDEA 


RAY BALKWILL explains how he gathers 
ideas for his studio paintings 


When | began my painting career nearly three decades ago, 
| looked at a number of artists for inspiration. Two landscape 
painters in particular stood out, not only for their sound 
draughtsmanship, but also for their mastery of technique. 
These painters were Rowland Hilder and John Blockley. Both 
were innovators in watercolour, although their adventurous 
methods were different. What they shared was the sheer 
pleasure they derived from drawing. Both painters also had 
an acute visual memory, and used drawings and sketches as 
visual notes to remind them of the feeling of a place. Their 
sensitivity and skill with pencils and pens is a joy to behold. 
Recently, I decided to explore a new medium and make a 
radical change to my working method. The songwriter, poet, 
painter and musical legend Joni Mitchell once said: “Anytime 
| make a record, it's followed by a painting period — it’s a good 
crop rotation.” | thought this was a great metaphor and 
perhaps a good way for painters to pursue their creativity. 


Plant a field and sow different seeds for new ideas — maybe 
even let the field go fallow for a time. 

This was the case for me when I chose acrylics, a medium 
1 had not used before, and, instead of painting en plein air, 
| worked entirely in the studio from my sketchbooks. The aim 
was to encourage a more abstract, minimalistic way of 
looking. Relying more on my memory, | wanted to seek an 
emotional response to the subject, rather than recreating it 
in a literal way. This involved developing a relationship with 
a place and recreating its essence in the studio. 

To do this | needed to be economical and keep the sketches 
as simple as possible. In fact, sometimes, when | didn’t have 
my sketchbook with me, they were so minimal they became 
mere jottings on a piece of scrap paper. Scribbled notes were 
added to remind me of essential information such as colours 
and what it was that had inspired me — in other words the big 
idea. These were done in pencil, pen and ballpoint with no 
attempt to render detail or colour. 

Of course, the big idea can encompass any number of 
things, but my recent work is about capturing transient light 
and its effect on the landscape — paintings about the 
landscape, rather than of the landscape. This large acrylic 
painting, Silver Light on the Exe (above), is a good example. 
It is about space and light on the estuary. 

Next month Ray will be looking at the studio sketchbook. 
www.raybalkwill.co.uk 


WHY NOT TRY. 
WAX ENCAUSTIC? 


This stable beeswax-based painting medium 

is worked with heat and can be used to make 
beautiful, luminous paintings. It doesn't shrink or 

yellow, and can also be employed to blur the 
boundaries between other media. Encaustic wax 
needs to be melted into a liquid before it can be 
applied to a porous surface. The wax is fused to 
the surface with more heat. Once cooled, it can 
be buffed to give a lovely lustre. 


MASTER TIP: SIR EDWIN LANDSEER 


arch of the is one of Britain's 


best-known Victorian paintings. Commissioned as part of a 


s of three panels to hang in the Palace of Westmin: 
this romantic evocation of the Highlands of Scotland is 
strongly composed painting. The artist employs three 
temperature values and three traditional tonal values to 


tness of mood. And, with his moist nose and 


alert eyes, it feels as if the noble Royal Stag has just 


wandered into frame as the swirling mist from th 
tises up to merge with clouds to structure the scene 
The Monarch of the Glen is on show at the National Gallery, 
London WC2N, from 29 November to 3 February 2019. 
www.nationalgallery.org.uk 
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ICK TIP 
THE RULE OF THIRDS 


With the caveat that all rules can be 
broken, it’s best not to place your focal 
point centrally in your work. A useful 
guideline for placing your centre of interest 
is the rule of thirds. Divide your format into 
thirds, and place your focal point(s) where 
the horizontal and vertical divisions meet. 
Draw the design — two equally spaced 
vertical lines and two equally spaced 
horizontal lines dividing a rectangle into 
nine equal parts - on a piece of acetate 
and move it around over your painting to 
find out what works for you. 


WHAT IS... CHINE~COLLE? 


BOOK OF 
motion THE MONTH 


My Art Teacher, 
Mr Matisse: Creative 
Activities Inspired by 
ec ape same size the Master of Colour 
th by Liana Jegers, 
£14.99 
Matisse changed 
modern art. In this 
e e pretty workbook, 
illustrator Liana 
tl Jegers helps you 
eli e bi follow in his 
y footsteps with 
bitesize projects that take in 
mark-making and colour theory, as well 
i as the great artist's famous still lives and 
1 vhite wove pap open windows, so you can explore your 
y 6.9cn own creativity guided by a master. 
Published by Ilex Press. www.ilex.press 
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Hurst Emerging Artist 
Prize Sh farléntries 


A ; D of ptizes and see 


ad i 


Bntionts are profoted 


ie) al media 
) peadline i is 10th February OTe 

are seen by a renowned judging panel including 
im Sayer (art collector, journalist and curator), 
Dr David Anfam (Curator of the Abstract 
Expressionism exhibition at the Royal Academy 
of Arts) and Howard L wis (Director of the 
Schorr Collection). = 


Enter now by visiting 
“www.artprize.co.uk/Aandl 
~ @ @ashurstemergingartist 

© @iheariprize 

© @iheartprize 


6LOC AZlad LSILAV 
SNID AAW LSANHSV | 


Exclusive to Artists & Illustrators readers. Use the 
code to get a 10% discount on our 6-week online 
course lead by top illustrator Sarah McIntrye. 

* Get insider advice 

+ Improve your technique 

+ Expert feedback on your work 

+ Runs 23 Jan to 5 Mar 2019 

* Only £200 

From Curtis Brown Creative - the writing school led 
by literary agents. 


Tel: O20 7393 4201 | Email: cbccourses@curtisbrown.co.uk 
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Call us on: 0203 287 7140 info@artinthealgarve.com 


www.artinthealgarve.com 


Our 18-page practical painting guide will help 
you boost your skills this month with in-depth 
projects and quick takeaway tips 


DAILY TIPS 


MARTIN KINNEAR’s 31 ways to 
improve your paintings will help 
you boost your skills this month 


GIVE YOURSELF 

A PLACE TO WORK 
Give yourself a space that you 
can inhabit with your artwork. 
If you can, find a private space 
where you can put a lock on the 
door and study in peace. I've 
always had a studio and never 
regretted investing in it. 


INSPIRATION 


LET THERE BE LIGHT 

Painting and drawing requires 

you to work in good light. 
Whether you prefer that to be 
natural or artificial, give yourself 


good access to it and your work 
will be better for it. 


BE DULL 
| know pink or lime green 
smocks look arty, but if you're 


serious about reflected light hitting 
your work, wear dark blue or black. 


Dress down before you look down. 


INSPIRATION 


RIGHT Vincent van Gogh, Irises, 1890, 
i oil on canvas, 73.7x92.1em 


REMEMBER THAT A 

LENS DOESN'T SEE 

? Humans see things. A camera simply 
Hy records what was there. Photographs can 
be a great aide but don't be a servant 

HY to them. 


,} VALUE IS THE ANSWER 

' Value is the dominant force in human 
vision and therefore art. If you have an 

artwork that you feel isn’t working, introduce 

i stronger values. 


5’ DEVELOP YOUR VISION 
' People often say that artists see more 
than other people, as if they have a 
superior kind of eyesight. Experience tells 
me the difference is not what I see but how | 
{ choose to see it. Artistic vision is about looking 
| harder with your imagination than your eyes. 


= 


' IT’S ALL RELATIVE 
: | td Colour isn’t fixed but rather a 
dynamic interaction between 
Vision, form and light. When you 
place colour, it will change 
relative to what you put it next to. 


BE CURIOUS 
The best bit of advice 
| received was to 
immerse myself in art. So look at 
everything, put good images on your 
walls and in your phone. Images seep 
in from exposure. 


Z 
“= 
be 


MAKE SELF- 

PORTRAITS \ 

Oscar Wilde observed ew 
that all art created with feeling, \ 
whatever its ostensible subject, is a 
self-portrait of the artist. Put yourself 
into your work and, by definition, it 
will be honest. 


SURPRISE 

YOURSELF P —_ - : 

Kandinsky was stopped (I ; 5 ee) 
in his tracks by a painting that seemed | a hi a. fe = . me 
to be like his, only more cohesive and + ig & * 
finished. Then he realised it was his 
but, stacked against his studio wall in _ ~ - 
shadow, it looked different. Away from 4 ~— ~~~ 
his easel with his mind on other o 
things, he could see structure with f 
fresh eyes. Make opportunities tosee 
your work afresh. J. Se _> 


VALUE ISN'T 

COST 

It's easy to spend money oe sna 
on rare pigments. But before youbuy | 4 8 4 4 
that tube of Lapis Lazuli check that ¢ jo Z 
you wouldn't do more, and more ‘ 
often, with a huge tube of 
French Ultramarine. 


LF I 


SIZE MATTERS 
Work at the right size: small 
for open competitions; bigger 
for wall pieces; and enormous 
for shows where you want to 
| stand out. Art is about higher 
things, but we need to be 
prosaic from time to time. 


RESPECT THE PAST 

BY NICKING IT 

We all value new thinking, but 
new ideas in painting are usually recycled 
ones. Picasso knew the idea of chronological 
progression was nonsense and freely helped 
himself to the past. Take the good stuff from 
the closet of art history. 
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TIME IS A MATERIAL 
Overworking kills art just as 
surely as dashing it off, so 


manage your time and exposure to your work. 


If you tend to overwork, set yourself a limited 
time and then stop. If you are a dasher-off of 
works, then set a timer and work until itsays 
it's time to stop, and then reflect. 


a 


BEWARE OF 

VISUAL INFORMATION 

What could be more natural than 
turning what you see into a painting? Great 
artists rarely paint exactly what they see: 
their inputs vary from recollection to poetry, 
music and serendipity. What was there to be 
seen can only ever be a point of departure. 


THIS IMAGE Edouard 
Manet, 1874, The 
Monet Family in Their 
Garden at Argenteuil, 
oil oncanvas, 
61x99.7om 


SR A NLD ETS ET A TEE 
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DON’T POLISH 

BAD HABITS 

Practice good skills. 
It's easy to acquire poor technique. 
If in doubt, find a tutor. Taking advice 
and being collegiate are good habits 
to have before you set off to be a 
singled-minded artist. 


INVEST 

IN CHANGE 

Once you get good at 
something, park it and move on. Art 
is about amassing visual capital - 
keep investing in new ideas and 
you develop a rich variety of skills. 


BELOW Berthe Morisot, The Pink Dress, 
1874, oil on canvas, 61x99.7om 


FIND A MENTOR 

Find an artist you admire and use 
them as a yardstick for your own 
growth. My first mentor was JMW. 
Turner, but yours can be anyone 


whose works move and inspire you. 


TO TEACH 

IS TO LEARN 
Mentoring people 
is never time wasted: explaining 
something is a sure fire way to 
understand it more deeply. You don't 
need to start an atelier, just join your 
local art group and get involved. 


BN *! 
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STAY FRONT OF MIND 
Social media is your news wire, so 
make sure you're posting new works 
as and when you make them. It's 
good to spread your enthusiasm 

for your projects. 


——— 
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COPY CAREFULLY 

It's natural to be 

influenced by great 
artists, and inevitable that some 
painters will be moved to copy their 
work. Copy their more accessible 
imitators - but do so with caution. 


WORK WITH 
GALLERIES 
Galleries are businesses. If 
you want to work with them remember 
= youare the expert in your product. 
; Respect and cooperation are the key. 


= ips: a Ne =": 


LET IT GO 
Forget any advice that 
you have tried and not 
found useful. Art is a personal 
© dialogue: don't limit yourself to 
= enacting a third-party script. 
Martin Kinnear is an oil painter and 
course director at Norfolk Painting 
® School. www.makinnear.com; 


= www.alizarinblog.com; www. 
norfolkpaintingschool.com 


PROJECT 
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CAPTURE 
THE MAGIC 


What to do when inspiration for an artwork strikes? 
TERENCE CLARKE explains how he channels these 
moments into a successful and vibrant painting 


Lukas Finest Artists: Quinacridone 
Magenta, Manganese Blue 

Lukas Studio: Yellow Ochre 
Prussian Blue, Ultramarine 
Phthalo Green, Lemon Yellow, 
Vermillion and Titanium White 

+ Canvas 

Professional canvas, 40x40cm 

+ Brushes 

Rosemary & Co: ory filberts, 


sizes 2, 3 and 4. Hog-hair filberts, 


various sizes, including 4, 5 and 6 


it comes from. | think it occurs in two ways. 

Sometimes a view or subject just hits you. It's 
as if all the pictures you have seen or enjoyed are 
somehow presentin a particular scene. This is the 
inspiration of experience. You just know that there's 
a picture to be painted. 

Then there is slow inspiration. This is when you 
sit down to draw or sketch and, in the process of 
looking, you discover the hidden qualities of a 
subject. This is the inspiration of understanding. 
The subject reveals itself as you analyse and begin 
to understand. This picture came about both ways. 
| was walking and sketching near St Cyr in France 
when | came upon this scene. The light and the 
distant cloud caught my attention. 

It was a complicated view, so | sat down to draw. 
Developing this sudden visual inspiration as a 


i t's difficult to define inspiration or say where 


drawing helped me to understand why the structure Working with a thin acrylic wash and Prussian Blue paint, | dashed off the 
had such impact. It’s the balance between the original drawing making a quick notation of the passing cloud. The sea is. 
simplicity of the rich blue sea and the complexity so much part of the space that | needed to establish it early. The essential 
of the foreground trees. It’s only a little picture but composition — the basic inspiration — is down quickly. 


it captured the light in a specific way. On reflection, 
| think the light was the real inspiration. 
www.terenceclarke.co.uk 


2 The small pine is central to 
composition. The way it slowly 
broke into the space revealed itself 
to be a key compositional element. 
Itwas the second kind of “slow” 
inspiration that evolved from 
looking. | saw it initially, but it took 
time to understand how important 
it was to the impact of the image. 


3 The painting was blocked in quite quickly. 
If you know you are on to something in a 
painting, it tends to flow quickly, particularly at 
this size. The cloud had to be painted rapidly as 
it was moving away as | worked. 
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Re ds 5 Here’s where the complexity of the foreground is being played 
4 \ out. Lots of small marks and notations, as well as very high 
contrasts of colour and tone. Individual marks are left to sort 


themselves out as suggested accents of light and form. 


4 The cloud was a big blob 
of paint - you can see 
how thick and free the paint 
is. As this was part of the 
main inspiration, | had to get 
it established early and with 
vigour. Once it was painted, 
the picture made sense. 


6 It’s amazing how messy 
you can be with your 
paint if you feel the picture 

is working. Letting yourself 

go and being wrapped up in 
the process is part of being 
inspired. | felt that, despite 
certain inaccuracies, the light 
and drama of the space was 
captured effectively, and this 
was a useful study in reference 
to other work | did in this area. 
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Everyday 


Improve your art, 
one sketch at a time 


Dramatic 
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ARK WITH COL! + PAINT FROM I a 


UK USA AUSTRALIA EUROS RESTOFWORLD 
£41.50 US $71.95 AUD $97.95 €61.95 £54.50 
(usually £72) | (usually US $120) | (usually AUD $160) _| (usually €99) (usually £84) 


J®www.chelseamagazines.com/CAAIXM18 


*\ 01858 438 789 quote CAAIXM18 


Gift available to UK ordersonly. 


ACRYLIC 


Want to explore something new? Try WALTRAUD NAWRATIL’s 
approach to painting nature using acrylic with mixed media 


1 Start by pasting on the ox-eye 
daisy in white heavy body acrylic 
paint. Then combine acrylic binder, 
fine sand and marble powder to 
make a paste, and add it to parts of 
the canvas with the palette knife. 
Make sure you use this paste to add 
accents: you will instinctively know 
where there is something missing, 
and when you should stop. While 
you are applying the paste, vary the 
pressure on the palette knife to create 
different shapes and textures. Let 
the picture dry. 


2 Add a few dots of Sepia airbrush 
paint to the petals and spray 

with water. The paint will settle in the 
indentations, so the petals are shaped 
almost automatically. 


3 Prime the entire background 
in White acrylic paint. 


When the background is dry, 
glaze in various shades of blue. 
Again leave to dry. 


5 Mix Prussian Blue with Black, 
and apply to the bottom left to 
add the focus of the picture. Apply 
Royal Blue from above to create a soft 
transition. Paint dark shadows under 


the ox-eye daisy in Prussian Blue and 
airbrush paint in Olive Brown mixed 
with a little Olive Green. 


6 Mix Olive Brown airbrush paint 
with Hooker's Green acrylic paint 
to make a dark green. Then use a 
thin, flat brush to paint the stalk of the 
ox-eye daisy, and spray it lightly with 
water. Turn the picture to allow the 
paint to run. 


When dry, allow thinly diluted 
white acrylic paint to run over 
parts of the picture. Again leave to dry. 


8 Shape the middle of the ox-eye 
daisy in Lemon Yellow. When dry, 


glaze in Medium Yellow Aquacryl paint. 


Leave to dry. 


9 Drip a little Aquacryl paint in 
Permanent Yellow onto the flower 
and spray with water. Using the angled 
brush, paint dark shadows to highlight 
the flower a little more, and add white 
accents to the petals. 

This is an edited extract from 

Abstract Nature by Waltraud Nawratil, 
published by Search Press, £12.99. 
Waltraud’s latest book Abstract Acrylics, 
will be available in March 2019. 
www.searchpress.com. 
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How much detail is too much? Busy street scenes can be tricky 
- PETER QUINN explains how he strikes the right balance 


y paintings start with a walk: a camera and a sketchbook. When working several paintings at once, moving them on 
wander around a city, village or outside, | sometimes use paints, but mostly _and off the high work table | stand at to paint. 
landscape looking for a subject, likely I'll use pens or an automatic pencil to Watercolour is fugitive: the paint runs and 
or hoping that one will present itself. Busy, scribble an impression. dampening the paper is a part of the process. 
gritty Charing Cross Road in London always | take lots of digital photographs to aid Ittakes time. Watercolour paintings disclose 
felt like a likely subject. recall and to give some idea of colour, the history of their own making, the 
Then I came across the Garrick Theatre texture and detail. Back in my studio, uncertainties, corrections and serendipities. 
bathed in green light one evening, so went | make a few preparatory drawings, or false This is a record of one painting's history. 
back to the spot recently armed with a starts, as | call them. | tend to work on www.peterjquinn.org > 
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I make quick pencil sketches 

and take lots of photographs. 
There is a statue of Henry Irving 
behind the National Portrait 
Gallery. At first, | wonder about 
including it on the far right of the 
composition. I'm interested in 
how views become obscured or 
interrupted: lamp-posts, trees 
and passersby “get in the way”. 


I've started using a fairly dry 
Chinese brush dipped in 
Chinese ink to make preliminary 

drawings to explore ideas for 
composition. The passing figures 
and a parked car were left out of 
the finished work. The telephone 
boxes and the mopeds remain. 


| like to capture something 

of the appearance of 
pedestrians in the scene. Getting 
their scale correct against the 
architecture is a challenge. 


450gsm watercolour paper 

is sturdy enough to allow you 
to paint without a board and gum 
strip. Here, | opt for 300gsm 
Paper because | have it ina roll, 
which makes it possible to 
stretch a letter box-shaped 
sheet. | use the broadest 
possible gum strip. The secret to 
stretching paper is to have the 
gum just damp enough to be 
sticky. The paper, however, 
needs to be thoroughly soaked 


through. | decide the best way 
forward with this busy scene is to 
first draw the composition in 
pencil. | doa lot of rubbing out. 

| work from drawings and around 
40 digital photographs. The 
pencil drawing will be lost, 
however, it allows me to visualise 
the space in the painting. Trees, 
lamp-posts, telephone boxes, 
fencing, signage, bollards, 
bicycles, mopeds and posters 
clutter the image. 


| start painting the sky. To 

make the visual space work, 
| will have to paint the objects so 
that they appear naturally in 
front of each other. To achieve 


this, start at the back and work 
forward. | rarely leave skies as 
blank areas of flat colour. They 
are a great opportunity for 
layering and texture. | also like to 
encourage accidental marks. 
(Aithough they are not really 
accidental as | go looking for the 
serendipitous mark.) | use Oxgall 
wetting agent to move the paint 
around. | soak the sky area, 
place some colour, then 
brush-on subsequent layers. 


This is a haphazard process and 
early stains may be over-painted. 
Next | block in main areas to 
establish tone. The red brick 
and stone building to the left 
has a brick-covered side facing 
a lane. It has quirky windows 
and intriguing detail. | also 
establish the greenish-yellow 
highlights of the lighting and 

the bright colours of the signage 
and posters. | edit out some of 
the writing on the signs. 


More blocking in of shapes. 

‘to create architectural detail. 
| use Payne’s Grey and Sepia 
Brown for the dark windows. 
Layering colours gives the paint 
extra intensity. 


| add detail to the tree and 

library signage, and start to 
work through the architectural 
detailing of the theatre. | like 
the way the ironwork from the 
gated lane echoes the forms of 
the trees. Artists used to make 
their own paint. Our modern-day 
pans and tubes contain gum 
arabic. You can use it in your 
paintings to help with layering 


watercolour. It's all about control: 


watercolour will wash away, but 
you might want to keep some of 
the layers below intact. Gum 
arabic solution (melt the crystals 
in hot water, look out for stray 


WATERCOLOUR 


bits of bark and let it cool before 
using) can be painted 

on to stabilise a layer of paint. 

It can also be used to separate 
or extend thickish paint. 


Layering paint allows me 

‘to highlight the odd shapes 
of the parked motorbikes. 
By chance the bikes are all 
unique. | decide to include them 
in the foreground while omitting 
a nearby parked car. I've drawn 
parts of the bikes with a thin 
line. The brush | use is so 
old that the line is broken and 
the paint is dragged across 
the surface. 


The figure on the far right 

of the composition is not 
working. | re-draw it on the gum 
strip while waiting for the soaked 
painting to drya little. 
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Ken Bromley 
Art Supplies 


www.artsupplies.co.uk 


GREAT DISCOUNTS. UNBEATABLE SERVICE 


7 +See shipping potcy for tl detats { No minimum spend, one use fornew customers onty 


‘Ta: 01204 690 114 put: sales@artsupplies.co.uk 
Ei tacebook.com/KenBromieyart WV @kenBromeyart 


ARTISTES: 
VALUE 
BRUSHES 


Available througha’Select group of stockists 
www.artistsbrushes.co.uk 
for full information on ranges, sets, prices. 

Great value! big savings! 
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Unlock your potential 


with the Alchemist 


For all our product: 
n painting 


p 


www.alchemistmediums.com 
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REGIONAL 
PRINT CENTRE 


* STUDIO OPEN ACCESS 

* STUDIO MEMBERSHIP SCHEME 

* SPECIALIST WORKSHOPS WITH GUEST ARTISTS 
» PRINTMAKING COURSES 

» ANNUAL PRINT SYMPOSIUM 


, Bee S SBE 


wy Ei @regionalprint 


www.regionalprintcentre.co.uk 


YOUR QUESTIONS 


Scottish artist DONALD MACDONALD's paintings are so lifelike 
people try to pick details off the canvas. He answers your queries 
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PHOTOREALISM 


| make what am going to paint first so there is a huge 
process before the painting even starts. | create scenes 
using objects used in traditional painting, such as still life, 
landscapes and skies, to which | add abstracted, cut-out 
line drawings. These drawings are created from memory 
and deliberately simplified to create a near opposite to the 
“laws” of photorealism. | strive for this tension between the 
two styles. | start by drawing a grid on the canvas, which 
speeds up the drawing process. A lot of photorealistic 
painters use projectors to trace the image on the canvas 
but I would personally find that too restricting. | do like to 
have an element of freedom in my work and | change things 
as the painting progresses, even at the drawing stage. 


Itis a personal choice. For me, it has always been canvas. 
I stretch and make my own canvases so | know they are 
good quality - | know how a canvas is going to react to 
various primers, washes and so on. | use stretchers from 
Jackson's Art Supplies because they are quick to assemble 
and don’t warp. | love the bite/grain of cotton duck canvas. 
It works for me or, should | say that, after 20-odd years of 
painting, | have learned how to work with it. | would 
recommend Lawrence Art Supplies for buying canvas. I've 
used them for years without any problems and the quality is 
excellent. A lot of realistic painters like to use panel or linen 
because they are smoother, but it's trial and error. 


The amount of detail you can achieve with a larger brush 
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is quite surprising but, for small detail, | tend to use tiny 
watercolour brushes or anything that keeps a fine tip. My 
advice with brushes is not to get hung up on types or what 
they are supposed to do. A long flat brush becomes a short 
flat brush after a few paintings, so don't overthink them. 
They will change, and that’s what is great about them. 
Personally, | like to use Da Vinci Maestro brushes because 
they last longer than most and have a beautiful interaction 
with the canvas. They can also take being treated roughly 
when the need arises. 


It is a hugely important aspect of my work. As most of my 
work is minimalistic, the balance and relationship between 
the objects has to work — be that through colour, scale, 
focus or the placement of the paper. 


| love painting light and shadow. | take the reference 
photographs for my scenes beside a window, capturing 
as much light as possible. | don’t use any media or 
products to paint this, just good old-fashioned oils. | start 
painting the darkest areas first and try to really study the 
different tones and colours in these areas. There are 
always more than you think and these carry on through 
to the light areas. 


My advice would be to try to think of them three 
dimensionally and to treat the paint like the material you 
are painting. If the folds are on a person's clothes, 


ABOVE In her eyes | 
see the sea, oil on 
canvas, 80x109cm 
TOPLEFTOn 

the Run Il, oil 

on canvas, 
104x145em 

RIGHT Cats, oil on 
canvas, 80x109cm 
PREVIOUS PAGE 
Yellow, Blue, 
Orange, oil 

on canvas, 
152x105em 


try to think of the body underneath and 
how it shapes the clothing; how the folds 
contour the figure. 


| use Daler-Rowney oil paints because, put simply, they 
work for me. They have a great range of colours, dry quite 
quickly, which | like, and are very adaptable to different 
techniques. Before | mix my paint, | look and study the 
colours of what | am painting. There tends to be a lot of 
different colours in objects — layers of colour — much more 
than you first think. It’s noticeable when you paint people. 
Ask yourself what's going on under the skin. There will be 
blues, greens and purples, and then the transparency 

of the skin on top. The same goes for everything: all things 


MG 


have layers to paint. It's visualising these layers and looking 
at what you're painting that is important. 
See more of Donald’s artwork at 


www.donaldmacdonaldspaintings.co.uk 
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ADELE WAGSTAFF explores the 
fascinating work of one of the 
greatest painters of all time, 
PIETER BRUEGEL THE ELDER 


flo mark the 450th anniversary of his death, 
Kunsthistorisches Museum Vienna has brought 
together the largest ever exhibition of the work 
of the 16th-century Netherlandish master. 

Just over 40 of Bruegel the Elder's paintings 
are known to have survived, 30 of which have been 
reunited for this show, which also features numerous 
drawings and prints. Two of Bruegel’s magnificent 
versions of The Tower of Babel are side-by-side for the 
first time in more than 350 years. Four of his six Seasons 
are spectacularly hung along one wall ~ together again 
after 300 years. 

The artist's scenes are complex and busy compositions 
teaming with people and bustling with energy and action 
as his subjects go about their everyday life. Each painting 
is multilayered and filled with extraordinary detail telling 
multiple stories. 


A number of the painter's panels have been restored 

and now offer a deeper understanding of his process. 
Some galleries are devoted to Bruegel’s working methods, 
detailing how the panels were made and put together, 

his paint preparation and analysis of its application and 
the tools he used. Research has revealed how the artist's 
techniques developed throughout his career. With X-ray 
and infrared analysis of the paintings, we are now able 

to view the hand of the artist at work. 

Christ Carrying the Cross is displayed without its frame 
‘so the panel can be viewed up close. It is possible to see RIGHT The Tower of = 
how thin it is — just a few millimetres deep. Seen in profile, Babel, 1563, oil on 
the paint layers and priming form an incredibly fine film. > panel, 114x155cm 
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BRUEGEL 


Bruegel uses rhythm to lead 
the viewer's eye through and 
around the pictorial space 


MATERIALS 

X-ray fluorescence has revealed that Bruegel’s palette 
consisted of a number of earth pigments ~ red and yellow 
ochres and umber, with lead-tin yellow, vermillion, bone 
black, plant black and lead white. Mixing azurite with 
lead-tin yellow produced green. Bruegel would have used 
smelt as a pigment, which has darkened with age. What 
now appears to be a dull greyish-blue would have been 

a bright and luminous colour in the artist's studio. 


UNDER-DRAWING 

Bruegel’s under-drawings have long been hidden beneath 
paint layers, but now we can see how he approached and 
developed each composition. They vary from loose, fluid 
and sketchy lines in a landscape to constricted lines in the 
more elaborate figure groups. The under-drawing seen on 
the left-hand side of The Tower of Babel shows loose lines, 
which have a brittle and crumbly quality, suggesting a dry 
medium such as charcoal or black chalk was used. In other 
areas, the use of a liquid medium can be seen, for example 
in the figure kneeling before the king. In the book that 
accompanies the exhibition, it is possible to see the 
under-drawing images taken during research included 
alongside the paintings. 


PAINT APPLICATION 
Looking closely at the surface of Bruegel's landscapes, 
it is possible to see how thinly applied the paint is in 


ABOVE Christ 
Carrying the Cross 
1564, oil on panel, 
124x1700m 
RIGHT, TOP 

To BOTTOM 

The Peasant 
Kermis, .1567, 
oil on canvas, 
114x164cm; The 
Adoration of the 
Magi in the Snow, 
oil on oak panel, 
35x55em 


BRUEGEL 


BRUEGEL 


RIGHT The Hunters 
in the Snow, 1565, 


oil on canvas, 
117x162cm 


ABOVE X-ray images 
of The Hunters 

in the Snow from 
the book Bruegel: 
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‘The Master 


some areas. The paint has been quickly and fluidly applied 
in loose brushstrokes. In parts, the paint surface is 
transparent, while the painting of the figures has been 
executed with attention to detail. 

In The Return of the Herd, cows have been sketched 
fluidly with line and brush. The paint has been so thinly 
applied on the animals that the line drawing can clearly 
be seen. X-rays of The Hunters in the Snow show how 
the position of the group of dogs has been changed and 
redrawn in the under-drawing. Natural elements, such 
as grass and undergrowth, also reveal how the paint 
appears to have been very rapidly applied. 

Bruegel used a variety of techniques to manipulate the 
paint surface. A range of textures demonstrates how he 
explored applications with different tools, such as 
contrasting consistency and transparency of paint and 
brushes of different quality, shape and length. He also 
varied the angle and pressure of brushstrokes on the 
painted surface. 

The use of sponges to dab, the palm for blotting, a 
brush handle to create fine and sharp lines for scratching 
into wet paint, multiple brushes strapped together for 


repeated marks, and different sizes and types of brushes 
have all been identified. 


COMPOSITION 

To observe the complex design, we have to stand back 
from the paintings. But the high level of detail soon draws 
the viewer in to marvel at the artist's close and careful 
scrutiny of nature. Bruegel expertly uses rhythm to lead 
the viewer's eye through and around the pictorial space, 
from foreground to middle distance to the depth of the 
landscape. In compositions that are full of figures, it can 
be difficult at first to pick out the subject. This is a 
compositional element Bruegel uses often in his pictorial 
design: the subject is pushed away from the foreground 


or the centre, so it is easily missed at first glance. In the 
small painting of The Adoration of the Magi in the Snow 
it takes a few moments to pick out the holy family 
because the figures have been placed on the far left of 
the composition, and the Magi appear to have been 
cropped by the edge of the frame. Flecks of paint of 
different sizes and opacity give a remarkable and 
naturalistic feeling of falling snow. 

Bruegel uses the direction of the figures’ gaze to lead 
the viewer's eye to the focal point. Other compositional 
devices include the use of colour to link sections. In 
Christ Carrying the Cross, the red jackets of the men 
on horseback take the eye through the composition. 


Following the line of red garments, we find the small figure 
of Christ in the distance. Bruegel has also placed trees on 
either side that serve to contain the eye within the 
structure of the painting and 
these verticals also provide a 
sense of distance and scale. 
Bruegel: The Master, published 
by Thames & Hudson, £42, 
accompanies the exhibition 

at Kunsthistorisches Museum, 
Vienna, which runs until 

13 January 2019. www.khm.at/ 
en; www.thamesandhudson.com 


Bruegel 


The Master 


He 


Www.artacademy.org.uk/open-days 
academiccourses@artacademy.org.uk 


020 7407 6969 


IN 2019 WE WILL BE 
10 YEARS OLD! 


COME CELEBRATE WITH VS AND GET YOUR 
ANNIVERSARY GIFTS FROM US 


+ One extra day’s holiday on your ten day booking 


+ A full day boat trip with delicious lunch 
+ Turkish cookery lesson 


nameeiipeingelge 
7-da(o)a08 sa3a5ae sip emer 082605 
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PAINTING ON THE AEGEAN, 


GET INSPIRED 


AMES JONEs IN ANTWERP 


AMEs & TEACHER 


a® 


PASTEL STILL LIFE 


OIL PAINTING 


>) 


/ 


FIGURE DRAWING 


CHARCOAL 


CAST DRAWING 


Come and learn to draw and paint from life, with Jarres Jones at the 
beautiful Kasteel Sterckshof in Antwerp. 


SPRING COURSE SUMMER COURSE 
Mon 8 Apr- Fri 19 Apr 2019 Mon 1 Jul-Fri 6 Sept 2019 


Suitable ‘or all levels and tailored to your needs. 
Sign up for one week or longer. 


CONTACT JAMES ON: 07792 446470 
INFO@JAMESJONESFINEART.COM 
WWW.JAMESJONESFINEART.COM 


Pro Arte 
Brushes 


worn by artists 
everywhere 


Pro Arte's 
all round 
best seller 


Stocked by 
all good 
art shops! 


Everywhere 


Tel 01756 792929 
admin@ proarte co.uk 
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MASTER 
TECHNIQUES 


4. GIORGIO 


MORANDI 


JAKE SPICER explores the skills employed by the 
Italian painter to create his quiet yet moving still lifes 
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FOR THE PAINT 
Oils 
| Titanium White, Uttramarine 


| four-part painting series, | look at 


§§ 1 this final instalment of my 
L the still life subjects of Italian 


painter Giorgio Morandi (1890-1964). 


The celebrated Bolognese artist was 
as modest and consistent as his 
subject matter. He spent much of his 
time working as an etching teacher 
before turning full-time to his art, 
treating his national acclaim as 
something of a distraction from the 
daily rituals that surrounded time 
spent at the easel. Working during a 
period of international tumult in the 
arts and current affairs he painted 
with his back to the world; his oeuvre 
of simple landscapes and 
arrangements of pots, bottles and 
boxes are like quiet poems in praise 
of stillness. 

The elaborate symbolism often 
employed to elevate the lowly subject 
of still-life painting is absent in his 
constant recasting of the familiar 
characters of his many-shaped 
vessels. In his paintings the objects 
move beyond utility - the bottles 
contain no wine and the bows rarely 
hold fruit and into the abstract 
realm. His arrangements are 
harmonies of tone and shape 
intended to create images that are 
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WIASOR 
Newro oN" 


D LINSEED OIL 
RAFFINEE. 
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500ml © 


still tethered to the observed world 
and yet explicitly inhabit the two- 
dimensional plane of the canvas. 

Just like the genre at large | have 
often dismissed Morandi as boring, 
but now realise that — like the practice 
of painting pots — his work rewards the 
viewer's patience by revealing a slow 
and quiet kind of beauty. 
www.jakespicreart.co.uk 


He explores ho 
plays over his sub 
and the tonal sha 


MASTER TECHNIQUES 


LESSON 4 
AN ONGOING ENQUIRY 


Morandi’s repeated paintings of the same set of objects 
allowed him to explore the compositional relationship 
between familiar shapes in a depth that few of us could 
understand. It is easy to become a jack-of-all-trades when 
you're painting a range of different subjects. There is no 
harm in repeating the same paintings in different variations 
to become the master of one. 


THE VALUE OF REPETITION —— —— 
Drawing or painting a familiar set of objects again and 
again in different arrangements will allow you to move 
beyond the surprises of the particular qualities of the 
objects, and make it easier to treat the them as shapes of 
paint, finding fresh meaning in a familiar subject. The 
repetition of compositions within a narrow range will help 
you to solve problems you might not be able to conquer in 
a day or two arranging and re-arranging jars on a table. 


“LESSON 2° 
ABSTRACTION/REPRESENTATION 


SE oot 


Although Morandi’s paintings are clearly objects that obey 
the rules of the physical world, they are also simply shapes 
of light and colour arranged on the flat surface of the 
canvas. The hanging lines of the table, alignment of bottle 
tops at the viewer's eyeline to flatten objects into cut-out 
shapes, and the placing of light and dark objects in front or 
behind one another, are compositional decisions that 
speak as much about the abstraction of the surface of the 
paintings as they do about the subjects themselves. 


THE QUALITIES OF SHAPE 

All paintings are partly abstract. Regardless of how clearly 
you represent your subject matter, a painting is still a set of 
coloured and tonal shapes arranged within a picture plane 
a good painter always takes the abstract qualities of their 
painting into account alongside thinking about what that 
painting represents or how the paint is applied. 


‘ABOVE Short compositional studies of Morandi’s still life paintings 


(LESSON3) 
CROSS CULTIVATION 


Morandi was an etcher and a painter - he drawings are simple and practical - they are 
dealt with landscapes and still life in both the barest maps of outlines made before he 
media. His language of marks were different _ fully commits to the longer pieces. 

across the two artforms, with clear diagonal, 


vertical and horizontal hatching in his VARIED LANGUAGE 

etchings and clear thick brushstrokes of When you are dealing with repeated subject 
colour in his paintings. In both ways of matter, translating observations into a 
image-making, he explores how light plays different media can provide insights. The 
over his subjects and the arrangement of languages of marks that are appropriate 
tonal shapes on the plate or canvas — to different media can give you new ways 
monochromatically in his etchings and in of exploring qualities in your subject and 
colour in his paintings. Interestingly, his stop you getting complacent. > 


Artists & Illustrators 77 


MASTER TECHNIQUES 


LESSON 4 


MUTED VARIATIONS 


The subtlety of Morandi’s colour scheme of earthy browns 
and greys reflect the simplicity of the pots and bottles 
used in his compositions - purportedly covered ina 
“unifying layer of dust” in his cluttered studio. This makes 
the addition of colour amazingly powerful. A blue-striped 
vase that might appear dull in another artist's work sings 
out in a Morandi still life, sat among the beige, grey and 
buff of its counterparts. 


ASUBDUED COLOUR SCHEME 

Explore the potential of a subdued colour scheme by 
bringing subtle variations into your colour mixes. For 

a relative beginner this can be a manageable way of 
moving on slowly from tonal, monochromatic painting and, 
for experienced artists, there is great value in controlling 
the majority of your palette to allow strong colours to really 
pop on the canvas. 


Think of the e 
the table ina still 
life as being like the 


horizon line in 
\ 


a landscape 
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The Finest Quality Handmade Artists’ Brushes 


WISHING you a MERRY 
CHRISTMAS and 
a HAPPY NEW YEAR! 


Start 2019 with a new set of brushes! 
Request your FREE catalogue today. 


01535 632666 
www.rosemaryandco.com 
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Calh0121 6333687 
www-harrismoore.com 


Designed by Artists for 
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COURSES 


The Herring Versatile Easel 
lightweight aluminium, can be 


adjusted to a variety of positions. 
Tray. bag and extensions avaiable separately. 


Watershed Studio 
Celebrating our 18th year! 


* Proven reputation for excellent courses 
‘+ Friendly atmosphere with home-cooked food 
+ Rural studio it its own grounds and gardens 
* Excellent local accommodation nearby 
* High profile, popular tutors 
Full2019 programme with 
Jamel Akib, Roger Dellar, Keith Morton 
Stephie Butler and many more 


GllAllison Bond for details: 


01255 820466 
Email: allison@ watershedstudio.co.uk 
www.watershedstudio.co.uk 
‘St Gere’s Hall Lane, St Osyth, 
‘Clacton on Sea, Essex, CO16 BRK 


Artistic Flare 
Affordable art for the home and office 
7: 020 7736 7921 
M: 07854 734 290 
www.jacquelinemidgen.wordpress.com 


E:jackiemidgen@hotmail.co.uk 
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Residential Art 
Courses 
in the Scottish Highlands 


Lg 
Magnificent. 
Delicious food 


e: info@nwhart.co.uk t: 01520733227 
www.nwhighlandsart.co.uk 


THREE DAY 
PORTRAIT 
WORKSHOPS 


Portraits in oils 


nd workshops in pict 
on Wye, Her 


Drawing/painting a live model, 
anatomy, colour theory/mixing 
bilities welcome. 


T 


- ™ 
www. artistsandillustrators. www. lindyallfrey.co.uk 


uk 


Workshops & Classes 

Watercolours, Oils, Pastels, Mixed Media, Ceramics, 
Sculpture, Photography, 

Charcoal, Mosaics 

Small group 

workshops, 

individual a tion 


To advertise here please call 020 7349 3702 
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CALLINGTON SCHOOL OF ART - CORNWALL 01579 383491 


‘a great deal mere than just paintng hliday” 


High profile, talented tutors for 2019 include: 


HOLIDAYS 


info@callingtonartschool.com 


- Courses in drawing, painting, pzinting and mixed media ae | Vic Bearcroft, Tony Allain, Jake Winkle, Glyn Macey, 
~ Visit Britain’ 4 staraccommodation in our georgian town house jee Skis Biter Chavise Evans! Stan iat and 

- Small groups with individual tuition ae iey 

- Location in an Area of Outstanding Natural Beauty es 

~ Trips to a variety oflocal beaches and cornish moorland 

- Experienced tutors forall levels 

-Spacioas light studio arid workshops 


wwwallingtonartschool.com fii facebook 


UK & BEYOND 


Tony Hogan 
a renown artist / tulor & 

demonstrator for leading art 

suppliers, T.V. and shows. 
Known for his relaxed easy 

way of guiding all abilities 

Cornwall 
As alocal Tony has knowledge of 

the best coastal, harbour and 


4and 5 day ontio 8 
Scarborough. 

5 days based at the Cober Hill Ho 
en-plein air and studio 


ic painting at the 
Old House studio 


Bournemouth 
_ S days of painting with three tutors 
; Hotel 


www.shorlandoldfarm.co.uk 
Art breaks in beautiful Exmoor 


Ideal venue for 8 - 12 
C17th farmhouse acoommodation 
Wonderful location, good food 
Spacious, well-equipped studio 
Relaxed & friendy atmosphere 
Exmoor & North Devon on the doorstep 


Now booking for 2019 
Tel. Sandy on 01598 763505 or email enquiries® shorlandoldfarm.co.uk 


PAINTING HOLIDAYS 
with ANNE BARNHAM 2019 


28th April - 3rd May Willersley Castle, Cromford, Derbyshire 
3rd June - 10th June Tuscany, South of Florence 
17th June - 22nd June Wye Valley, Monmouthshire 
22nd July - 27th July Sidmouth, Devon 
5th October - 8th October Dedham Hall, Nr. Colchester, Essex 
Come and enjoy friendly and informal, studio and location based tuition. 
For more information please contact Anne 
26 Beck Street, Digby, Lincs LN4 3NE 
Tel: 01526 320626 e: annebarnham@hotmail.co.uk 
www.saa.co.uk/art/annebarnham 
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VIKKI JONES INVITES YOU TO 
HER PAINTING WEEKENDS IN 
PICKERING, NORTH YORKSHIRE. 
Personal, sensitive tuition for 
beginners or the more advanced. 
Non-painting Partners welcome. 
Relaxed atmosphere. Excellent 
accommodation and cuisine. 

For free brochure telephone 
Vikki on 01751 470156. 
www.artbreak.co.uk 


020 7349 3731 
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Award-winning fine art printer 


“To achieve the 
highest return from 
your work you need 

the best fine art 

giclée prints” 


or visit 
www.salt-o 
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the-earth. biz 


RANDOLPH KELLMAN CONTEMPORARY ARTIST Visit my online galleries 


www.rakeart.co.uk www.artists.de 


Telephone 020 8889 4714 Mobile 07979842456 


www.artistsandillustrators.co.uk 


www.eyeswidedigital.com 
Gidée Fine Art Printing 
Greeting Cards 
Canvas Prints 
High Quality Reproductions 
Produced From Original 
Artwork Or Digital Files 


01306 875 150 
info@eyeswidedigital.com 


Gemini Digital ( 


Making Art Work 
@ Fine Art Giclée Printing Service 
© Hahnemiihle Papers & Canvas 
Photography and Scanning Service 
Greeting Cards and Postcards 
Professional and Friendly Advice 
@ No Set Up Fees & Free Art Guides 
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inidigitalcolour.co.uk 


‘on - Old Shorland 
a & A 


JONATHAN NEWEY 

Pearmans Glade, Shinfield Road 
Reading RG2 9BE 

Tel: 0118 931 4155 

Email: jnewey210@gmail.com 
Web: www.jonathannewey.com 
Distance: 75 Miles Media: 
Watercolour, Acrylic, Pencils 
Special subjects: Landscapes, 
Architecture, Wildlife 


THE ART SHOP DIRECTOR 


THE BLUE GALLERY 
16 Joy Street, 


Tel: 01271 343536 
roy@bluegallery.co.uk 
www.bluegallery.co.uk 


SOUTH WEST ART 
Old Fore Street, 


Tel: 01395 514717 
info@southwestartmaterials.co.uk 
\www.southwestartmaterials.co.uk 
Quality fine art materials, gallery and 
picture framing. 


HAMPSHIRE 


PERRY'S ART SUPPLIERS LTD 
109 East Street 

Southampton S014 3HD 

Tel: 023 8033 9444 
perrysart@btinternet.com 
www.perrysart.co.uk 


GLOUCESTERSHIRE 


PEGASUS ART - suppliers of the 
finest art materials 

Griffin Mill, 

London Road 

Thrupp, Stroud, 

Glos 

GLS 2AZ 

Tel: 01453 886560 
info@pegasusart.co.uk 
‘www.pegasusart.co.uk 


THE ART SHOP & CHAPEL 
8 Cross Street 

Abergavenny 

NP7 5EH 

Tel: 01873852690 
admin@artshopandchapel.co.uk 
wwwaartshopandchapel.co.uk 


INTAGLIO PRINTMAKER 

The Specialist Supplier 

of Fine Art Printmaking Products 
9 Playhouse Court, 

62 Southwark Bridge Road, 
London 

SE1 OAT 

Tel: 020 7928 2633 

Fax: 020 7928 2714 
info@intaglioprintmaker.com 
www.intaglioprintmaker.com 
Wide range of tools available to try in 
our store (near Tate Modern). 


ATLANTIS ART MATERIALS 
~ UK's largest and one of 
Europes biggest art stores 
Unit 1- Main Shop 

Unit 6 - Office & Warehouse 
Unit 7 - Paper Department 
Bayford Street Industrial Centre 
Bayford Street, London E8 3SE 
Tel: 020 7377 8855 
www.atlantisart.co.uk 

Car parking, open 7 days. 


LONDON ART 

132 Finchley Road, Swiss Cottage, 
London NW3 SHS 

Tel: 020 7433 1571 
mail@londonartshop.com 

www. londonart-shop.co.uk 

We sell a wide range of Art & Craft 
materials. 


STUART R. STEVENSON 
Artists & Gilding Materials 
68 Clerkenwell Road 
London EC1M 5QA 

Tel: 020 7253 1693 
info@stuartstevenson.co.uk 
www.stuartstevenson.co.uk 


RUSSELL & CHAPPLE 

The Canvas Specialists 

30/31 Store Street, 

London WC1E 7QE 

Tel: 020 7836 7521 

Fax: 020 7636 8733 

www.rande.net 

Custom canvases, linens, cottons and 
stretcher bars. 


L. CORNELISSEN & SON 

19th century shop near 

The British Museum 

Pigments, Gilding & Etching supplies, 
tubed colour, brushes, paper, 
pastels. 

105 Gt. Russell Street, 

London WC1B 3RY 

Tel: +44 (0) 20 7636 1045 
www.cornelissen.com 


GOSLINGS 

50 Station Road, 

Sudbury 

Suffolk CO10 2SP 

Tel: 01787 371932 

A family run business specialising in 
Bespoke Picture Framing and Artist 
Materials 


THE ART TRADING COMPANY 
55 Earsham Street, 

Bungay NR35 1AF 

Tel: 01986 897939 
TheArtTradingCo@btintemet.com 
www.thearttradingcompany.co.uk 


NORTH YORKSHIRE 


THE ARTIST'S PALETTE 

1 Millgate, Thirsk, 

North Yorkshire YO7 1AA 

Tel: 01845 574457 
artistspalette@thirsktown.co.uk 
We stock fine quality artist’s 
materials, crafts, models and kits 


WEST MIDLANDS 


HARRIS MOORE 

Fine Art Supplies 

Unit 12 Minerva Works, 

158 Fazeley Street, 

Birmingham B5 SRT 

Tel: 0121 633 3687 
sales@harrismoorecanvases.co.uk 
www. harrismoore.co.uk 
Specialists in Artists Canvases and 
Professional Painting Supplies. 
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THINGS I’VE LEARNED: 
DAVID ATKINS 


The award-winning marine artist shares his 
creative insights. Words: RACHAEL FUNNELL 


Being in the right frame of mind is vital. 
Before | start a painting, | work out how long 
and on which days | will paint, and where 
| will do it. | make sure my materials and 
equipment are ready the night before. | get 
to where | am going early so there are few 
people around. It gives me the sense that 
| have time to take on the challenges ahead. 


| find using a different process, such as 
monoprinting, helps me find inspiration. It's 
an effective way to explore new ideas and 
subjects, and the results are quite painterly. 
It frees me from pressure. This helps my 
thinking and opens up new possibilities. 


My approach to colour starts with 
‘selecting what | think relates to the subject. 
From there, | use my intuition. As my 
painting progresses, so my mixes produce 
amore exciting range of hues including 
beautiful greys, pinks and other colours 
that | never thought | could make. 


When | was a student many years ago, 
| was working on an oil painting when my 
tutor, somewhat exasperatedly, said: “You 
have 10 minutes to finish it.” From that 
moment | became absorbed in what | was 
doing. | had no time to think about style, 
technique or material. | experienced 
something direct, deep and raw. | have 
worked that way ever since. 


| use oil paint and find it the most. 
beautiful material. Because of the way | 
work, | keep it simple. | use a range of oils 
and a medium that | mix myself using 
damar, turpentine and linseed oil. 
David's painting The Sea at Portland Bill was 
awarded the Baltic Exchange prize at the 
Royal Society of Marine Artists Annual 
Exhibition 2018. www.david-atkins.com 


ABOVE David at work in the Lake District 
LEFT Entrace to the Harbour, oil on canvas, 
100x150em 
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NITRAM ASSORTMENT 


Nostalgia series No. 2 - The Siblings, 50x 35 cm 


QUALITY & SELECTION 


—S 'Nitram charcoal comes in such great quality and variety that it has made 


all the difference to me and my art. It has raised the bar for all charcoal 
artists and enthusiasts. I's resilience and fluidity has made it possible for 
me to work both large and small scale, conveniently shifting from big 
shadow shapes to tiny nuances in the light areas. With Nitram, | make 
such deep darks in any shape | choose and the range of values it gives 
is unbelievable. Once | used it | could not live without it.’ 


NITRAM® 
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The Nitram Assortment contains 
2x Smm H, 2 x 5mm HB, 2 x 5mm B and 2 x 6mm Bt charcoal, 


Ehsan Maleki was bom and raised in the old city of Esfahan, Iran, where he spent 4 years sludying classical drawing 
‘and painting under the tutelage of lop artists in the city. Upon graduation, he engaged in illustration for a few years and 
in the early 2000 he dedicated himself fully to painting and drawing, He has had major solo shows in dillerent cities 
within the country and also overseas. He was greally inlluenced by the Russian llineranls and Impressionis! arlists such 

el as Repin, Zorn, Casas, Sargent, Fechin, and Arkipov lo name a few. Currently he runs a studio in Tehran where he 
works and leaches drawing and pointing in the tradition of his classical raining. www.instagram.com/maleki_fineart 


NITRAM 
www. nitramstylus .com FINE ART CHARCOAL 


FREEVARTBOOK 
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Bce aptsyKn AAPOM! Ay4liAa MW CAMAS BOAbLUAS KOAAEKLMA! ExKEAHEBHOE OBHOBAEHME! 


AETKO CMOTPETb M BCE MOXKHO CKAYATE! Mun APXUB 3AECb: VK.COM/FREEARTBOOK 


ALL ARTBOOKS FOR FREE! THE BEST AND BIGGEST COLLECTION! Daily uppate! 


Easy TO LOOK AT AND EVERYTHING CAN BE DOWNLOADED! SEARCH THE ARCHIVE HERE: VK.COM/FREEARTBOOK 
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